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РАЕРАСЕ 


Contemporary Class Piano, Eighth Edition, is an introduction to the keyboard designed for 
college students who are enrolled in a class piano course, whether or not they are music 
majors and whether or not they have prior keyboard experience. It is suitable for non- 
piano majors and prospective elementary teachers who must gain keyboard proficiency, 
for independent teachers to use in their private studios, and for any student who wishes 
to learn how to play the piano for the sheer fun of it. 

The book’s creative and multidimensional approach made earlier editions great suc- 
cesses in class piano courses throughout the country. Besides offering a well-rounded and 
abundant solo and ensemble repertoire—including classical pieces from the baroque to the 
contemporary period and folk, jazz, pop, and blues tunes—the book teaches students to 
sightread, to improvise in various styles, to harmonize folk and popular songs, and to com- 
pose simple accompanied melodies. In addition, students learn the fundamentals of theory 
and musical form. Practice Strategies appear in most all of the units and offer the student 
immediate practice and reinforcement opportunities in mastering a new concept or skill. 
Throughout, all materials are presented with a logical progression in difficulty. 

One of the greatest strengths of this text is that, for the instructor, there is a wide 
selection of material that will accommodate a variety of individual teaching goals and 
keyboard requirements. This abundance of material allows for great flexibility and enables 
the teacher to pick and choose—tailoring keyboard experiences in a fresh new way each 
time—rather than using a page-by-page approach throughout the book. 


An Overview of the Eighth Edition 


The units in the Eighth Edition have been reorganized to make them more accessible for 
the classroom and to allow instructors and students to locate materials more easily. The 
text is now divided into thirteen units with five appendices. 

Unit 1 introduces keyboard basics and the five-finger position. The emphasis is on 
learning to play by touch, without looking down at the keys. Note reading is taught by 
interval study, and a multi-key approach to reading is stressed. Within this unit are oppor- 
tunities to work with improvisation, and at the end of it are rhythmic studies, an ensemble 
piece, and written worksheet reviews. 

Unit 2 contains many simple pieces based on the five-finger position and the playing 
of melodies in other positions, along with more keyboard basics. Sections at the end of 
this unit and subsequent units are devoted to special repertoire pieces, Classic Miniatures 
drawn from the work of well-known composers, creative music and harmonization, sight- 
reading studies, rhythmic studies, technical studies, ensembles, and written worksheet 
reviews—all of which reinforce techniques and skills introduced in each unit. 

Unit 3 contains more diversified simple pieces based on the five-finger position. A 
register guide appears at the beginning of every piece in this unit to help students quickly 
locate the correct starting position for both hands. 

Unit 4 focuses on five-finger studies in all major and minor keys, and their respective 
major and minor triads are presented, along with pieces that use these triads. 
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Unit 5 introduces the dominant seventh chord and pieces that use the dominant sev- 
enth chord in their accompaniments. 

Unit 6 presents the subdominant chord along with pieces of varying styles that use 
these chords as part of their accompaniments. Pieces with changing five-finger positions 
are incorporated as well. 

Unit 7 extends the five-finger position and offers students a variety of easy pieces that 
use block-chord accompaniments. 

Unit 8 introduces pieces that are largely in extended range and use a variety of easy 
accompaniment patterns that are also utilized for improvisation and creative writing. 

Unit 9 features secondary chords and pieces that incorporate their use. Chord inversions 
of triads and seventh chords along with a variety of pieces that use these chords are also 
featured. In addition, there are a multitude of styles based on the blues scale for improvisa- 
tion as well as technical exercises for developing finger agility and dexterity. 

Unit 10 contains minor and modal materials along with the chromatic scale. The natu- 
ral minor scale is first introduced in tetrachord positions, followed by the harmonic minor 
scale for both hands in one octave with fingerings and visual keyboard illustrations. 

Unit 11 explores twentieth- and twenty-first-century music styles, and it is largely 
devoted to introducing students to jazz, pandiatonicism, clusters, innovative notations, and 
polytonal, atonal, and twelve-tone pieces and techniques. 

Unit 12 provides students with practice in harmonizing folk and popular melodies with 
various accompaniment patterns. The interpretation of letter-name chord symbols as well 
as roman numeral symbols is an important feature of this unit. 

Unit 13 is an anthology by representative composers as well as newer twentieth-century 
composers of repertoire pieces that vary widely in difficulty, length, and style. 

The compositions are presented in their original form with no changes except for fin- 
gerings and slight editing where necessary to aid the player. For students who advance 
quickly, these pieces will become “stretcher pieces” in the special challenge they present. 

In addition to the main text, there are five appendices to the book. 

Appendix A provides students with an introduction to score reading both three- and 
four-part textures. It also gives students the opportunity to read music in alto and tenor clefs. 

Appendix B contains a variety of vocal and instrumental accompaniments for stu- 
dents to play. 

Appendix C contains major and harmonic minor scales along with major and minor 
arpeggios in two octaves. 

Appendix D gives students easy-to-play arrangements of selected patriotic songs. 

Appendix E offers a list of performance terms and symbols. 

A new online supplement gives instruction on how to accompany transposing instru- 
ments. It helps students understand how to transpose for these instruments at the key- 
board while working from standard scores. 

Upon completing this book, students will have built a strong foundation of keyboard 
skills, techniques, theory, and repertoire, and will be ready to move to the next level of 
keyboard study. 


What's New to This Edition? 


The Eighth Edition retains all the strengths of the first seven editions, and it has been 
enriched in numerous respects. In general, there has been more "fine tuning” through- 
out the text, which includes new illustrations, more clearly defined terminology, changes 
of harmony, and updating of markings—hopefully, everything that can make the book 
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stronger and more effective for instructors and students to use. New features of this edition 
include the following: 


e New repertoire appears throughout the text—more diversified than ever. 

* New Ensembles are added in varying styles and difficulty, with emphasis on various 
dance styles (i.e., rumba, tango). 

* New Classic Miniatures sections that feature excerpts of original keyboard pieces writ- 
ten by master composers appear in the newly reorganized units. This new feature allows 
students to be introduced to a broad mix of representative classical pieces by noted ear- 
lier composers, and at the same time affords them the opportunity to have experiences 
playing excerpts of these pieces in the early stages of keyboard study. 

* Additional Creative Music and Harmonization sections are featured throughout. 

* Additional Worksheet Review sections are included for the expanded units. 

* Additional reading examples are provided throughout the text. 

* An attached pull-out paper keyboard has been added in the inside back cover for stu- 


dents to use as a practice and study aid. 


e A Circle of Fifths chart is strategically located on the front inside cover to make it read- 
ily available for students to consult. 


Supplements 
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For the first time, the Eighth Edition makes available to both instructors and their 
piano students a// of the repertoire orchestrations online. These recordings are avail- 
able in streaming audio on the student website for the text at no additional charge: 
ww w.oup.com/us/mach. 

А standard MIDI file (SMF) disk is also available to adopting instructors, and has been 
updated to include all new repertoire that appears in the Eighth Edition. Also new to this 
edition are orchestrations for each of the major and harmonic minor scales and arpeggios 
in two octaves that are presented in Appendix C. АП of the orchestrations for this text are 
the work of renowned composers Phillip Keveren and Jason Nyberg. Jason Nyberg has 
composed all of the new orchestrations for this Eighth Edition. An icon that shows the 
track number identifies each piece that has an accompaniment on the disks. The ultimate 
performance tempos are illustrated. 
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KEYBOARD BASICS 


You see my piano 15 for me what his frigate is to a sailor, or his horse to an Arab— 
more indeed: it is my very self, my mother tongue, my life. Within its seven octaves 
it encloses the whole range of an orchestra, and a man's ten fingers have the 
power to reproduce the harmonies which are created by hundreds of performers. 
Franz Liszt (written in 1838) 
Romantic period composer, master 
teacher, and concert pianist 


earning to play a keyboard instrument is an exciting adventure and challenge. Equally 
exciting is to know, as Liszt so aptly pointed out, that the ten fingers we use in playing 
this instrument have the capability of taking us on countless musical excursions of sound. 
Music is, after all, sound— not 
Just some notes, signs, or terms. 
Playing a keyboard instrument, 
however, isn’t just about the fin- 
gers that strike the keys. Its also 
about a strong supporting cast 
that is used to assist the fingers 
in the music-making process. 
For instance, the body is 
involved—that is, the shoulders, 
arms, wrists, and hands are fre- 
quently called upon to assist the 
player in producing the many 
kinds of sounds that are musi- 


cally required. Even the feet 


get involved from time to time 
when one or both of them are 
called upon to do the pedaling. 

The aural facility plays a 
key role as well. The ears are 
used by the player to listen to 
how the musical sounds are 
being produced, projected, and 
shaped, and they are essential 


This figure illustrates keyboard position for the body, arms, wrists, hands, to the player in determining 
and flexed fingers. what to do next. 


The visual aspect is also important. The eyes assist the player in reading, learning, and, 
often, memorizing the music. In addition, sometimes the player will have to glance down 
at the keys briefly to make sure that they are struck with greatest accuracy, for example, 
when there are large jumps from one note to another. 

Therefore, before starting to learn about the basics of keyboard playing, the first impor- 
tant step should be to learn some of the dos and don'ts about the basics of keyboard posture 
that include the correct use of the arms, wrists, hands, fingers, and even the eyes. 


KEYBOARD POSTURE 
Body 


* Place your body directly in front of the middle part of the keyboard where the name 
of the keyboard appears. 


* Both feet should be kept flat on the floor. 


* Keep your body far enough back from the keyboard so that it bends slightly forward 
at the waist. 


* Allow your arms to hang loosely and rather quietly at your sides. 


Wrists 


* Your wrists should be level with the keys 
so that your hand can fall from the wrist. 


• Do not allow your wrists to slump below 
the keyboard level. 


Hands 


* Your hands should be slightly cupped as if you were holding a bubble in each hand. 


Fingers 
* Your fingers should be curved so that each Flexed Unflexed 
key is struck with the ball or fleshy part of (correct position) (incorrect position) 
the finger. 


* Remember to keep your fingers flexed as you 
strike the keys. Flexing means not allowing 
the first knuckle of the finger to collapse on 
striking the key. 
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Eyes 


° Your eyes should be on the music. Keep your eyes moving ahead! 


• Learn to develop a “feel” for the keys—hat is, learn to play by touch. 


BASIC NOTE AND REST VALUES 
Notes 


Whole note о = 4 beats 
Dotted half note M = 3 beats 
Half note J = 2 beats 
Quarter note J = 1 beat 


Rests 


А rest represents а silence of the same length as the value of its corresponding note. 


Notes Rests 
bs = Whole rest 4 beats or any whole measure 
1 = Half rest 2 beats 
J : Quarter rest 1 beat 


The combination of note values and rests is called rhythm. 


Measures 


Beats are part of a recurring pulse that continues like the ticking of a clock through- 


out the music. Beats are grouped together to form measures. 


Measures may contain two, three, four, or more beats. The beats are counted 1-2, 
1-2, 1-2 or 1-2-3, 1-2-3, 1-2-3 or 1—2—3—4, 1-2—3—4, 1—2—3—4, and so on. 


Bar lines divide the regular beats into measures of equal duration. 


Double bar lines are used to indicate the end of a piece. 
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Basic Note and Rest Values 


double 
barlines 


FINGER NUMBERS 


Practice various finger-number 
combinations by tapping on the 
wood panel over the keyboard, 
first with each hand separately, 
then with both hands. Remem- 
ber that the two thumbs are 1, 
the two index fingers are 2, the 
two middle fingers are 3, and 
so on. 


Contrary Motion 
Tap various finger-number combinations where both hands use the same finger numbers. 
When both hands are playing the same finger numbers, the patterns will be played with 


both hands moving in opposite directions (contrary motion). For example: 


Right Hand tap 12345 Then tap both hands together: RH 1 2 3 4 5 
Left Hand tap 12345 LH12345 


Parallel Motion 


Tap finger-number combinations where both hands move in the same direction (parallel 
motion). For example: 


КН tap 11335 5 Then tap both hands together: RH 1 13 3 5 5 
LH tap 553311 LH553311 


PRACTICE STRATEGIES 


Tap the finger-number combinations, which will move in contrary motion, with the 
indicated hands and finger numbers. 


Contrary Motion 
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Finger Numbers 


THE KEYBOARD 


The standard piano keyboard has eighty-eight keys, but only the first seven letters of the 
alphabet—A, B, С, О, Е, Е, G—are used to name the white keys. 


А АШ 


< down (lower) middle C up (higher) — 


Location of White Keys 


Practice playing the musical alphabet up and down the keyboard, saying the letter names 
as you play, until you are familiar with the names and locations of the white keys. Do this 
first with the right hand, then with the left, using whatever finger is most comfortable for 
you. As you move to the right, you will be playing higher tones or pitches. As you move 
to the left, you will be playing lower pitches. 


Registers 


Next, play the musical alphabet in different registers—segments of the total range of the 
keyboard—lower register, middle register, and upper register, as in the following diagram. 
(Middle C is the C nearest the center of the keyboard.) Use whatever finger or fingers are 
comfortable to use. Use LH for keys below middle С and ВН for keys above middle С. 
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Using Black-Key Groups to Locate White Keys 


Two-Black-Key Groups 


"m 


1. Play all the groups of two black keys on the keyboard, both upward and downward, using 
the RH fingers 2 3 together, first, and the LH fingers 3 2 together, next. 


2. Use the right hand, beginning in the middle section of the keyboard, to play the two- 
black-key groups (one key at a time) going upward and then downward on the key- 
board, observing the fingerings and rhythms given. 


© ~ 


147 ) ja is 


move up 
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3. Use the left hand, beginning іп е low section of the keyboard, to play the two-black- 
key groups going up until reaching the middle section of the keyboard, and then going 
382 down, observing the fingerings and rhythms given. 


move up 
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C-D-E Groups 


Notice that three white keys—C, D, E—are located around the groups of two black keys. 


1. Using the groups of two black keys as reference points, play all the C's and E's, then 
all che 08. 
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2. Use the right hand, beginning on middle С, го play all the C-D-E white-key groups, 
observing the fingerings and rhythmic patterns given. 


continue moving 
upward starting 
on C each time 


/ 
t| 


ею 
Q w 
de 
во 
Q ы 
6 - 
6 = 
© ы 
4 о 
Q о 
6 ы 
6 = 


3. Use the left hand, beginning with the third finger оп middle С, со play all the C-D-E 
white-key groups, observing the fingerings and rhythmic patterns given. 


a f Га ГМ t| t| 
8 2 3 ñ | P ud 
^ з 2 1 l 2 3 
А continue moving 
middle downward starting 
C on C each time 


Three-Black-Key Groups 


LH RH 
1. Play all the groups of three black keys on the keyboard (all three keys at once), going up 


and then down, first using the RH fingers 2 3 4 together, and then the LH fingers 4 3 
2 together. 


2. Use the right hand, beginning in the middle section of the keyboard, to play 
the three-black-key groups on the keyboard (one key at a time), going up and 
then down, observing the fingerings and rhythms given. 
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3. Use the left hand, beginning in the low section of the keyboard, to play the LH 
three-black-key groups on the keyboard (all three keys at once), going up 
until reaching the middle section of the keyboard and then down again, 
observing the fingerings and rhythms given. 48382 


"nu F G|A B m 


F-G-A-B Groups 


Four white keys—F, G, A, B—are located around the groups of three black keys. 

Using the groups of three black keys as reference points, play all the Е5 and B's. Practice 
the rest of the tones in the same manner. 

Next, use the right hand, beginning with the thumb on F below middle C, to play all 
the F-G-A-B white-key groups, observing the fingerings and rhythmic patterns given. 


continue moving 
upward starting 
on F each time 


23 4 4 


Јаја tle 


ео 


1 
4 4 
1332222 Jae 
a 2991 t|? 2 4] Jer 
Then, use the left hand, beginning with the fourth finger on F below middle C, to play 
all the F-G-A-B white-key groups, observing the fingerings and rhythmic patterns given. 


« РИК EEC en ig А 


continue moving 
downward starting 
on F each time 
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Playing by Touch 


After you have learned the keys Бу sight, start to locate them by touch—that is, learn to 
find any key without looking down. First, without looking down, play all the groups of 
two black keys. Next, play all the groups of three black keys. Using these black-key group- 
ings as reference points, start picking out individual tones. 


PRACTICE STRATEGIES 


Locate and play the following pitches. Next, using the groups of two black keys and three 
black keys as reference points, locate them by touch. 


1. middle C 5. a high E 

2. F above middle C 6. any D 

3. F below middle C 7. any A 

4. a low В 8. using both hands, two C’s in different registers at the 
same time 


Playing by Ear 


The songs listed below can be played with just the five black keys. Challenge yourself to 
figure out these tunes. (Noze: the starting pitch is given in parentheses.) 


° Amazing Grace (DJ) 

° Arkansas Traveler (Gb) 

° Auld Lang Syne (Dp) 

* [4 Like to Teach tbe World to Sing (Eb) 
• Merrily We Roll Along (Bh) 


IMPROVISATION: 
PENTATONIC (BLACK-KEY) SCALE 


Using the pentatonic scale (a five-tone scale built on the black keys only) is an excellent 
way to begin improvising because there will be no wrong notes! 

Begin making up your own melodies. Use only the black keys. The following accompa- 
niments will be played by the instructor. Suggested rhythms for your improvisations are 
given to help you get started. 


1. Begin and end your melody on the key marked with an asterisk (*). 


ШШ 
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C) mrooHz 


Accompaniments 
1. Oriental 
Begin and end your melody on the key marked with an asterisk (*). 


LH RH 


C) mrov- 


Ken Iversen 


EH — 22) dd da. d 4 ddd o 


Slowly т 
EE 2 ——s 
525 > - ; 2 <> e 
PAGG 2 á ° 
ж 
Accompaniment mp a 3 = 
DE DI 
22 Y > e Ре e e - 4 1 o 
2215 d e о o 


2. Jazz Waltz 


Begin and end your melody on the key marked with an asterisk (*). 


LH RH 


C) троо-к 


Ken Iversen 


WH ues J J JJ JJ ddd J J ddd 


lab ш | ; 
i =: j: 


Гога 
m 
Improvisation: Pentatonic (Black-Key) Scale |11 


f 


(ое 


Accompaniment 


3. Rock 


Begin and end your melody on the key marked with an asterisk (*). 


LH RH 


"m 


C) mrooHz 


Ken Iversen 
Student suggested rhythm: А А . А 2 o 
Lively 
| —n = 
АЛЕ Е: : 
| ? £ + 5 = 2— = £ ы d = 
Accompaniment f | 
| РЕЯ = = | | 
Ф же М М 
4434 244 ЖЕ - 
e 7 2 = = = | I 
= 12 2-2 „©, 27 5 š 
229282 • • е - Ж i 
= © T ы И 


NOTATION AND NOTATION SYMBOLS 
Sharp and Flat Signs 


A sharp @ raises a pitch one half step. A flat (p) lowers a pitch one half step. 
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Half Steps 


A half step is the distance from one key to the very next key, whether it moves up or 
down, whether it is a black key or a white key. 


№ Và и и ы и 
A A A A A A 
C| ЈЕ | І ! ! і І F 


Sharp: one key up (о the Flat: one key down (to the left). 
right). This can be a black This can be a black key or a 
key or a white key. white key. 


ДЛЯ А МА МА 
CID ЈЕЛЕ ЈИ АВС CIHX IE FI IGIA|B |C 


Еф and Bg are white-key sharps. Fb and С} are white-key flats. 


PRACTICE STRATEGIES 


1. Practice playing half steps from middle C upward to the next C and then back down 
again. State the letter names aloud and their half-step relationships in sharps as you 
play them. 

2. Practice playing half steps beginning on middle C downward to the next C and then 
back up again. Call aloud the letter names and their half-step relationships in flats as 


you play them. 


Natural Sign 
A natural sign ® cancels a sharp ог flat. For example, Dj will be lowered one half step 


when it becomes О to go back to its natural state. В} is raised one half step when it 
becomes Bh so it can go up to its natural state. 


РА 
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Enharmonic Топе$ 


Enharmonic tones have the same pitch but аге referred to by different names. For example, 
the black key between F and G is called either HR or С}. Е and С} аге enharmonic tones. 


ШШ! 


What are the two names of the black key between G and A? between А and В? 


Letter Names for All Twelve Tones 


The seven white-key pitches and the five black-key pitches make up the total of twelve 
tones with which our music is written. 


P 
А} 
C Р(Е C 
BR} DIE E GAB 


PRACTICE STRATEGIES 


Play the following tones, and say the names aloud. Then name the pairs of tones that are 


enharmonic: 

1. G, С, Gb 
2. G, Ck, о 
3. F, Ft, Е 
4. А, At, Ab 
5. D, Dj, D) 
6. E, E$, Eb 
7. B, B$, B) 
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Whole Steps 


A whole step is a combination of two half steps. For example, Е} to F is a whole step, А 
to B is a whole step, and Cj to Dj is a whole step. Notice that one key is skipped in build- 
ing a whole step. 


1 1 1 


mmm 


Practice playing and saying whole steps up and down the keyboard. 


THE MAJOR FIVE-FINGER PATTERN 


The major five-finger pattern (also called a major pentachord or pentascale) is 
arranged in the following pattern: 


Tonic: —= 1 2 3 4 5 


| | је ин“ a | 


WHOLESTEP WHOLESTEP HALFSTEP WHOLE STEP 


The major five-finger pattern can be constructed on any of the twelve tones. The first 
tone of the major five-finger pattern is referred to as the tonic. If we build the pattern on 
C, C is the tonic. If we build the pattern on G, G then becomes the tonic. 

The major five-finger pattern is the first five tones of a major scale (as discussed in 
Unit 7). 

Practice playing the five-finger patterns given, starting with the one in C, and then in 
G, F, and D. 

Play the patterns first with each hand separately ascending and descending. 


C Major Five-Finger Pattern 


Next, play the patterns with both hands moving in parallel motion. Play all the patterns 
legato—that is, connect the tones so they sound as smooth as possible. 


middle C 
f и 
G 
RH , 3 F 4 F 3 
E 5 2 E 2 | 
1 p 3 3 D 
514131211 121314 |5 C 4 4 C 
ами |! LI 0L 5 5 
11 ^1 11 141 
LH 
LH RH 


The Major Five-Finger Pattern [15 


G Major Five-Finger Pattern 


mee 
' 4 dd 
D 
RH š > C 4 C 3 3 
B ә 2 B 
1 A 3 3 А 1 
5|4|3|2|1 1|2|3|4|5 G 4 4 8 
1 1 1⁄4 1 1 1 1⁄4 1 бі 
ІН ЕН 
F Major Five-Finger Pattern 
mee 
5 
4 с 4 
ЕН 3 p + B 3 
1 cè 3 ЖЕ 1 
G 2 з С 
51413 11213 Е 4 4 Е 
“ГТ x "T T4 5 5 
и и 
Ін RH LH 
D Major Five-Finger Pattern 
middle C 
' id 
A 
RH 3 G G 3 
rg Wa ta N 2i 
5|4| |211 112! |4|5 Du 222 
L J I VL | L J VL 5 5 
11 1^1 11 11 
LH RH LH 
PRACTICE STRATEGIES & 


Build and then begin playing the major five-finger patterns on the starting tone (tonic) 
given. Be sure to use five different letter names in building your pattern. 


1. A Major 2. E Major 
mn | | | | | | 
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3. Gb Major 4. Db Major 


Dynamics 
= Dynamics are the degrees of softness and loudness in music. Common 
dynamic markings are the following: 
© Sign Italian Name Meaning 
ш p piano soft 
> mp mezzo piano medium soft 
= тј mezzo forte medium loud 
г forte loud 
RYAN'S SONG 
Ryan’s Song can be played using the tones of the five-finger pattern. Here is the five-finger 
pattern of C. 
k: і x 
Student Elyse Mach tracki — TRACK! 
Flowing 
114421422] 14 
‚ ‚ 4 | 5 4 | 4 . ‚ | d J | 
1 2 3 š 2 2 1 1 2 
тј 
J < “< * |: ° |: < d J la ° | 
mp 
B "itte It | | 
"ff | р Fr Fr f 
Е 4 3 2 2 3 2 3 4 5 È 4 
mf 


ae 
~ 8 
o V 
> ® 
= * 
ne 
o Ñ 
> | 
o ] 
= ® 
ae 
- у 
о Ñ 
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FIVE-FINGER NOTATION 


C Major Five-Finger Pattern 


middle C 


"mum 


PRACTICE DIRECTIONS 


2. Place your hand (or hands) in the correct five-finger position. Try not to look down at 


the keys once you have found the correct position. 


3. Doan abstract of the melody—that is, go through the finger motions of playing the 
music in each hand without producing any sound. As you do so, say or sing aloud the 
finger numbers. Next, go through it saying or singing the letter names. 


4. Next, play and sing aloud the letter names of the notes. Do not stop or hesitate to find 


the notes. Remember to keep the beat moving! 


RYAN'S SONG 


Play Ryan's Song with 


• the right hand 
e the left hand, and/or 
* both hands together 


Accompaniment 


1. Clap ог tap the rhythm while counting the beat before playing the melody. 


Flowing 
=e = = 
= < 
= ~ene = — m — = — -- 
eS Soe == 
= g e- e — € si e- кайын = з ® 
ms 
O d 
9 I e. = 2 


є 
q 
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ODE ТО JOY 


Next, sing and play the melodies of Ode to Joy, In Praise, and Aura Lee, first with the right 
hand, then with the left, and finally with both hands. Use the same practice directions as 


given on page 17. 
hi 1 ë 


Student Ludwig van Beethoven (1770—1827) тск;  TRACK2 


Majestically 


e 
e 
°_ 
ce 
ce 
=e 
. 
. 
o 
e 
. 
eu 
. 
e 
o 


w 
w 
ны 
w 
N 
N 
w 
w 
N 
N 


-— 
"o. 
ag 
-—. 
"o. 
è 
^ — 
_® 
a — 
> — 
о è 
о —Ф 
> — 
RS 


л 


. 
° 
. 
ле _ 
ле _ 

о e 

Dec 
. 
°_ 

о ° 

we 
в _ 
o 


N 


о è 
о —Ф 
s 
-—. 
TEER 
s 
e — 
> — 
E 
— 
> — 
è 
> — 
a a 
a — 


Accompaniment Arranged by Ken Iversen 


Majestically 
€ z ° ° è • e e e 
Р е @ 2 5 = 2 
тр 
FE 2 Ë е te Р #e 


1% e 
~ 
m 
el 
iN 
è 
Ча 
о 
$ 
* 
y w 
% 
фф 
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IN PRAISE 
ых 


Student E. M. твлскз TRACK3 
Reverently 
md d ® [о J J 4 lo | 
3 3 5 2 2 3 4 5 3 
p 


л 
л 


= ® 
= ® 
EE 
о % 
о d 
= ® 
о У 
= у 
“0 


Accompaniment 


Reverently 


i e 
E : $i > = | # + F 
р 


E 


ele 
ele 
$ 

è 

% 

$ 

dle 

“ 
glo 
ele 
eje 


= 
= 


| ; % z £g s |: 3 £ 7 18 | 
f 
$ 4 3 = {=< re 
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AURA LEE 
Ы к 


Student Greg Poulton _ тваска TRACK4 
Flowing 

i 4 3 4 a 2 i 4 3 2 3 4 
424441414 141110» 

тр 


ы- 
о —% 
ы- 
- —% 
- —% 
È У 
ы- 
о — 
= 
о —% 

> @ 


me 


5 


T 
== 
о —% 
4--% 
о —% 
nè 
= 
= Q 
о —% 
a 
= 
2—9 
м0 


5 
Play Ryan’s Song, Ode to Joy, and In Praise іп the five-finger patterns of С, F, and D. 
Accompaniment Arranged by Ken Iversen 
Flowing 
; | | | 
e 7 П $ . 
ze 
ба = %-2 s 8 23 : 3-“ E š 
mp 
Я e = р == e ђе == > = f 
О: Ба ө ө e P = 
= = e e E — 
e А : 
? (96 
5 $ $ 5 8 2 -3 2 
==” e Á— o — e ђе — 2 = 
=; b e e si e 
= — =a d Ф ni 
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READING NOTES 
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The Staff and Clefs 


A staff consists of five lines and four spaces. 


— — — 


ааа 


А clef is added to indicate the pitches of the notes. 

The treble clef is placed at the beginning of the staff and is called the G clef because 
it circles around the second staff line, designating that line as the note G. (The right hand 
usually plays the notes in the treble clef, to the right of middle C.) 


G 


(e) <—— (middle C) 


The bass clef sien 15 placed at the beginning of the staff and 15 called the F clef because 
the fourth staff line is enclosed by dots, designating that line as the note F. (The left hand 
usually plays the notes in the bass clef, to the left of middle С.) 


(e) < —— (middle C) 


The Grand Staff 


The grand staff, also called the great staff, is made up of two staves, one with a treble 
clef, the other with a bass clef. The short lines above and below the staff are called leger 
lines. Their purpose is to extend the range of the staves when necessary. 

The darkened notes (|) are landmark notes which will help you learn the notes more 
quickly. 


In ó clef, use the C's and G's as landmarks. 
In 9: clef, use the C's and F's as landmarks. 


KEYBOARD BASICS 


middle С 


art ар 


o © 


С 
-9- 


D E F G B 


G|D|E|F 


ІШ ШЫМ 


ІН x. C RH 


PRACTICE STRATEGIES 


1. Beginning on middle C, play and name the notes in the treble clef, moving upward to 
the next C and then back down again. Next, beginning with C, third space in the treble 
clef, play and name the notes up to the next C and then back down again. 


2. Beginning with C, second space in the bass clef, play and name the bass clef notes up to 
middle C and down again. Then, beginning with the lowest C given on the staff, play 
and name the notes up to the C, second space in the bass clef, and down again. 


3. Using the graphic chart given below, practice playing and naming the notes in the 
spaces and then the notes cutting the lines in the treble clef. Follow the same procedure 
in the bass clef. 


Reading Notes 
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Мапипд and Playing Treble and Bass Clef Notes 


Nameand play the following treble clef notes with the given right-hand fingerings. Notice 
that the circled notes аге landmark notes, as discussed оп p. 22. 


Naming Notes and Playing Melody Patterns 


Write the starting note on the line provided for each of the melody patterns. Circle the 
starting notes that аге /andmark notes (refer to p. 22). Then say the note names of each 
pattern as you play. 


Е | £ icd 


e e P x e e e 
2 1 
3. Ф 4. ¿ 
. ® e ° | у ® d | 
3 2 


Е === | ==== == 
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7 : 8. 
1 2 
9. ë 10. é 
e e | e 
4 3 
11. *9 +- 12; *9 © 


М 
М 
% 


E ES 
13. G} e z P Ф | 14. Ə: e » e 
2 3 1 
15 DE e • | 16 Ə: 2 = 
+ 2 
17. 18. 
2 | 2 
= zs 
19 : 20 z 
ЕЕ Е —— - 
3 4 


INTERVALS 


Good reading habits in music are developed by learning to read notes in relationship to each 
other—that is, recognizing the distance between notes. This is called reading by interval. 

An interval is the distance between two notes. For example: C to F is a fourth because, 
counting upward by letter name, C is 1 and F is 4. 


Interval: second third fourth fifth 


Melodic Intervals 


Melodic intervals are written and played one note following the other: 


Intervals 
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Harmonic Intervals 


Harmonic intervals are written and played together: 


Harmonic intervals are also called blocked intervals. 


PRACTICE STRATEGIES 


Practice playing the following intervals, which are given both melodically and harmoni- 
cally. First, practice hands separately, and then with both hands. 


Interval Studies 


Write the distance of each of the intervals (second, third, etc.) on the lines provided. Next, 
read the intervals and then play them without looking down at the keyboard as you move 
from one note to the next—that is, concentrate on developing a “feel” for the distance 
between the various intervals. 


A. Right-hand examples 
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B. Left-hand examples 


KEEPING TIME 
Meter Signatures 


At the beginning of a piece you will find a meter signature—two numbers that look 
something like a fraction. The top number indicates the number of beats in a measure, and 
the bottom number indicates the kind of note that receives one beat. 


5 2 beats to the measure Í or @ 4 beats to the measure 
the quarter note Q the quarter note Q 
receives one beat receives one beat 


3 3 beats to the measure 
the quarter note ) 
receives one beat 


Tempo 


Tempo is the rate of movement or speed. Note values are always relative, 
depending on the tempo. For example, a quarter note would be held longer in a 
slow tempo than it would in a fast tempo. 


TAKE NOTE 


Playing Five-Finger Melodies Using the Right Hand 


PRACTICE DIRECTIONS 


Clap or tap the rhythm while counting the beat aloud. 

Place your hand in the correct five-finger position. Try not to look down at the keys. 
Study the interval patterns of the melody. 

Abstract the melody (finger motions but no sound). 


Play and count aloud. 


NMR WN c 


Play and sing aloud the note names. Remember to keep the beat moving! 


Keeping Time 
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Write the name of the starting note on the given line below it. 


Steadily 


SE, 


Joyfully 


[12 


mp 


count: 1 2 3 


Gently 


= 


4 


si 


Flowing 


$1.3 


- S| 


Gracefully 


5th 


st 


fE 


count: 1 2 
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Playing Five-Finger Melodies Using the Left Hand 


Follow the same practice directions as given on page 27. 


Write the name of the starting note on the given line below it. 


Steadily 


2: e e e E 


Flowing 


2 


gef | ° np 


1 


mf 


count: 1 2 3 4 1234 


Steadily 


xp 


D 
D 
qux 
° 


МА. 
% 


ala 


With spirit 


mp 


9H 


Keeping Time 
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SLUR AND PHRASE MARKINGS 


A slur is a curved line which appears above or below a group of notes. A short curved line 
is usually called a slur marking*, and means that the notes within that curved line are 
to be played legato (smoothly connected). A longer curved line (usually four measures in 
length) indicates phrasing. 

A phrase is a musical sentence that is usually four or eight measures in length. The end 
of each phrase is a place of punctuation, and your fingers should be lifted off the keys so 
that there is a slight break. Be sure you do not interrupt the rhythmic flow of the music 
when you are phrasing. 


MARCHING 


Marching, Memories, and Rock It! use alternating hands—first one hand plays, then the other. 


ых 


Student Е. M. твАСК5 TRACKS 


Marchlike 


MARCHING 


Accompaniment Arr. by Ken Iversen 
Marchlike 
€ { і £ { 
po fie d od $11 
mp 
Le 2 e . рө ө е d 
= s 
t { { t t 
| fi 442 
| mf У У 
— = 2 d Бә - © г 2 = 1 


LIE 


*Slurs are discussed further on page 101—102. 
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МЕМОВ!Е5 


Student E. M. tracks TRACK6 


Remembering 2 


МЕМОВ!Е5 


Accompaniment E. M. 


Remembering 


— 
ө 
.3—9— —* 
— 
£—p 
— 
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Student 


With energy 


ROCK IT! = a 


E. M. TRACK7 ТВАСК7 


ROCK IT! 
Accompaniment Arranged by Ken Iversen 
With energy 
Introduction 
D ¿ 4 СУ = СУ] D D D 
: š ЖЕ: 5 
2 N e e і e Н =: — Ф i =: — K e і = T Ф і 
ж ж. ж! ж. 
= e = = 
$ 33 РРР 1: 4$ Е: 
k K N 
[Sap ёз, сили SS SS SS SS SSS 
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RHYTHMIC STUDIES 


Tap and count the various rhythmic patterns that follow. The RH taps the notes with 
stems going up. The LH taps the notes with stems going down. First tap each hand sepa- 
rately and then with both hands together. Next, play rhythms on a selected pitch for the 
right hand, and a selected pitch for the left one. 


рр 


Rhythmic Studies [33 


ENSEMBLE PIECE 


Select your choice of register as you play each of the parts given. 


SAKURA SUNRISE 


Student 
Peacefully 


|. 
28384 Piano 1 
RH И 
p 
Piano 2 
" i 
Piano 3 о | о | о 
3 LH 3 3 3 
p 


@ о 


ы оу 
s 
— 

n TO 
— 


% o 
e ны 
° N 
о о 
e >» 
o _ = 


M D 


о 


о SS 


Е. М. 


зо |9 |9 |9 | 
SAKURA SUNRISE 
ШЕШЕН "T 
ти и и ap 
рек rigid di d 
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WORKSHEET REVIEW 


NAME 
DATE 
SCORE 


SHORT ANSWER 
1. Name the checked pitches: 


ЖҮНТРЕЛҮР 


1) 2) 3) 4) 5) 6) 7) 8) 9) 10) 


1) 2) 3) 4) 5) 6) 7) 8) 9) 10) 


4. Мате the following melodic intervals and write the letter names on the 
blanks below. 


Note names: 


O e i | 
O € 
O ө o 
: 3 
Interval size: Ss = 2 — = = S 
Note names: ЊУ 
> 
C € <> 
DI < 2 e о о | 


Interval size: M = Е — = ть и 


@ Oxford University Press 
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CONSTRUCTION 


5. Create and write out four measures of rhythm for the following time 
signatures: 


6. Construct harmonic intervals up from the notes given; next, write the letter 
names on the blanks below. 


7. Construct harmonic intervals down from the notes given; next, write the 
letter names on the blanks below. 


8. Write out the letter names for the following major five-finger patterns: 


1. G Major 4. F Major 
2. D Major 5. Gb Major 
3. A Major 


9. Build half steps upward from the note names given: 
1. E to 3. Eb to 5. Cto 
2. Ғ to 4. B to 


10. Build whole steps up from the note names given: 
1. C to 3. Eb to 5. Eto 
2. Ғ to 4. B to 


@ Oxford University Press 
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MATCHING 


Write the numbers from Column A to correspond to the given answers in Column B. 


COLUMN A 


. natural sign (8) 

. interval 

. piano (р) 

. meter 

. contrary motion 
. tempo 

. whole step 

. half rest 

. parallel motion 
Ке 

. whole rest 

. quarter note (J ) 
. legato 

. forte (Л) 

. sharp ($) 

. flat (р) 

. rhythm 

. mezzo forte (mf ) 


. half step 


3 


`4 
. leger lines 


. treble clef sign 


. bass clef sign 9: 
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COLUMN B 


rate of speed 
. Common time 
. basic pulsation 


arrangement of note values 


____ the distance from one note to another 

. .... moving in the same direction 

. . .8 combination of two half steps 

. three beats їо a measure with the quarter note receiving one beat 
. .... moving in the opposite direction 


smoothly connected 


. ....8 note receiving one beat 

. raises a pitch one half step 

= Dig) 

. ... cancels a sharp or flat 

. locates the F below the middle of the keyboard 
. .... lowers a pitch one half step 

____ play loud 

. .. locates the G above the middle of the keyboard 
. play soft 

. used to extend the range of the grand staff 


play moderately loud 
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UNIT 2 


PLAYING MELODIES IN OTHER POSITIONS 
AND MORE KEYBOARD BASICS 


n this unit, we will introduce playing melodies in two hands, expand our knowl- 
edge of basic notation and expressive terminology, and learn about the drone bass 
accompaniment. 


MELODIES DIVIDED BETWEEN TWO HANDS 


In the next three examples, the melody is divided between the two hands. Let the start- 
ing tone and finger number be your guide in placing your hands in the correct positions. 


With vigor 
1 


i 


€ 
€ 


(ER 


i 
i 
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NOTATION SYMBOLS 
Whole Rest 


The whole rest (=) is used to indicate a full measure of silence in any meter, not just in i In 
A Jazz Waltz the value of the whole rest is three beats. 


A JAZZ WALTZ = ` 
" 


Student Phillip Keverem — vRAcK8 Tracks 
Carefree 
1 1 
Ў = : 
4 e | 
6 4 = : 
mf, 
De = : 
2 2 
4 
42. "ZEB 
2 : Ё Е = = 
4 
A JAZZ WALTZ 
Accompaniment Phillip Keveren 


Carefree J =126(JJ = Јђ 


: d: % ө ө 
ОЕ. = s =- : 
mf 
F у == === ee 5 у 
= = 7 м # aJ 2 Z 
C g 
— = —£$ e e É 20 
2 ! ! i 
| 
=; = 7 K — г 2 і 2 
= = ө 2.-- = ө. pe ш 
> _ di 


Permission granted by Phillip Keveren. 
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Tie 4. 2 


A tie is a curved line connecting two adjacent notes of the same pitch. The second note 
is not sounded; instead, it is held for the duration of its value. For example, the tied F in 
measure 7 is held for the combined value of both notes, which is six beats in all. Where is 
there another tie? 


Measure Numbers 


Measure numbers are indicated above a score in a small box. 


SHEPHERD'S SONG  (Pastoral” from Symphony No. 6) 


The boxed number [9] identifies the ninth measure of the piece. 


I 


Student Ludwig van Beethoven TRACKS ТВАСКУ 


Flowing 
3 


e: 


mp 


per ЕЕ ЕЕ 


4 


| 
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Accompaniment 


SHEPHERD'S SONG 


(“Pastoral” from Symphony No. 6) 


Arranged by E. M. 


a e, i í i m 1 J 13. 
їн Ж 2 F. = F: е Р | Ñ 


mp 


Da 


9 
IS 


—ÀY 


g = 


BOOGIE BEAT 


Student E. M. TRACK10 ТВАСК10 
Driving 
2 4 
€ ==: = = EET 
o 2 | o > © o ® | © 
2 


| 
| 


ө-е <>» 
o ө 
Accompaniment E. M. 
Driving 
5 = # > 
cae ы eer er н НИ 
9 
E а a © a а © te e 6-4 
o— 4e —*—-5)— fe ote g—1te ve a ç d 
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LOVE SOMEBODY 


FIVE-FINGER NOTATION M 


Love Somebody uses the five-finger pattern in G: 


middle C 


G Major Five-Finger Pattern ' 
514121211 1|2|3|4|5 
LH RH 


Ы х 


Student Traditional TRACK — TRACK M 


Cheerfully 1 
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LOVE SOMEBODY 


Accompaniment Arranged by Е. М. 


Cheerfully 


Key Signature 


Since Love Somebody uses the five-finger pattern constructed on G, we can say that it is writ- 
ten in the key of G. G is our tonic or key note. 

The key signature appears after the clef signs and indicates the notes that should be 
played as sharps or flats throughout a piece—that is, the key signature helps to indicate 
the key of a piece. 


Identifying Sharp Key Signatures 


Major keys using sharp key signatures can be identified by taking the last sharp, in this 
case ЕЙ, then moving up one half step higher to the next letter name, which would be С. 


& Bu 


Note that although the FẸ is mot used in the five-finger pattern of G, the Ff must be 
written after the clef signs to indicate the key of G. АП F's are го be played as FẸ. It is nec- 
essary to use an ЕЁ in the key of G because with the introduction of the major scales on 
page 279, the five-finger pattern is extended to eight tones, and these tones must conform 
to a specific pattern of whole steps and half steps. 

The G major scale is given below to illustrate where the F is used. 


G Major Scale 
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Now play this piece іп the key of F major. Playing а piece іп а different key (а different 
five-finger pattern) is called transposition. You are transposing this piece into the key of 
F major. Play it in the key of D major, also, and other keys of your choice. 


Eighth Notes and Eighth Rests 


An eighth note ( > receives one half of one beat if the meter signature has the quarter 
note receiving one beat. 
An eighth rest (7) represents a silence the same length as the value of the eighth note. 
Two eighth notes are equal to one quarter note and should be played even/y in one beat. 
When two eighth notes are paired together, a beam is used. 


beam 


Ад.) + 42-2 


1 + 


Practice counting the eighth notes like this: 


„Ге . 


1 + 2 + 3 + 4 + 


Once you аге able to feel the beat divided into two equal parts, count as follows: 
1 2 3 4 


Practice clapping and counting the rhythm that appears in Feelin’ Good. After you have 
studied the rhythmic and melodic patterns, play it in the key in which it is written. What 
five-finger pattern is used? 

Try playing this piece in various other keys, always starting with the fifth tone of each 
five-finger pattern. 
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FEELIN' 6000 = a 
" 


E. M. . rRACK12 TRACK 12 


Student 


FEELIN' GOOD 


Accompaniment Arranged by Ken Iversen 
k= vely 


26 — ==. 


ai 
жиы NAA а та 


м ni —I == 
ааа 


= 
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PAGODA 


After you have studied the rhythmic and melodic patterns of this piece, play Pagoda as 
written and in other keys of your choice. For variety play this piece one octave higher 
than written. 


Student E. M. твАсК1з TRACK13 


Quietly 


PAGODA 


Accompaniment E. M. 
Quietly ~ Ку. М 
: (£s 2j =: e 22,4; see > 
: = E om === 
2 == = (2: -—" о 
we AT 
: = zs £ F z ze = £ xt £ 
=: == === š — — š == i = 
£ = 2 = — = P 
e © = Ф e 
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WALIZING 


FIVE-FINGER NOTATION 


After you have studied the rhythmic and melodic patterns in Waltzing, play it in the key of 
F major. The five-finger pattern follows: 


middle C 
F Major Five-Finger Pattern 
5 413 1 1 213 
LH RH 
The in the key signature establishes the key of F major. 
Play the piece in various other keys as well, always starting with the third finger of the 
left hand. 
Bring out the left-hand melody while keeping the right-hand accompaniment in the 
background. 
k: 1 ` 
Student Е. M. тваск1а  ТВАСК14 
Gracefully 3 1 
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WALTZING 


Arranged by E. M. 


Accompaniment 


Gracefully 


MORNING HAS BROKEN 


TRACK 15 


TRACK 15 


Gaelic 


Arranged by E. M. 


Student 
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Accompaniment 


MORNING HAS BROKEN 


Gaelic 
Arranged by E. М. 


Flowing 
z = { { { R J { 
| — пе 2 13 | N 5 
= scossa == = == = == 
| = = — 
4 
r 2-4 { { { 
Г) 7 
= LE E — — ЕЕ: 
е” ө 
13 
| =: | = £ £ | = È = 
— : 2: - ‚ 
2, ө ө { == === 1 = : = : ef i i = die t 
Р i Wert 2 = = ж 
19 
м J È 3 i t jo H 
— a | „а z 
= 3 n $ = 1 I бе і ef == -f = 
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LITTLE RIVER 


FIVE-FINGER NOTATION Y) 


Play Little River and For the Beauty of the Earth in the key of D, which has two sharps in the 
key signature. The five-finger pattern of D is shown below: 


middle C 


D Major Five-Finger Pattern ' 
5 |4 211 1 2 415 
LH RH 


The key signature in the key of D major is two sharps; FÉ and CH. 


I 


Student German Folk Song _ TRACK16 — TRACK 16 


Transpose со F major. 
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Ritardando (rit.) is a term indicating a 
gradual slowing of the tempo. 


TAKE NOTE 


LITTLE RIVER 


First play this piece as written. Then move both hands to the next D pattern one octave 


higher. 
Accompaniment Arranged by E. M. 
Lively 
4 Em — E ==" — —Ó m — 
ze =: k Е == === 
mf mp 
E = = e = е 
Fie 
P1 usnm. pe —n p. Tu — 
tt Ся СУД = Ся m = = Ся 
з g =: 
p f rit. 
= — Ë 2 = 2 2 bo e — €. 
РАР b 
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РОВ THE BEAUTY 0F THE ЕАВТН 


Student Conrad Kocher (1786-1872)  TRAGK17 TRACK17 
Arranged by E. М. 


Piano 1 


Stately 2 


Piano 2 


Stately А 
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РОВ THE BEAUTY 0F THE ЕАВТН 


Accompaniment Conrad Kocber (1786—1872) 
Arranged by E. М. 


Stately 


7-99 


64 2 22-4 за 
~ 


E 
mp 
xcu — ~ — — — e 1 — 
Def = <= == 2 E о о d о ё 
=: = • • a e ч eo — == — 
5 
© 2 
= © 
4 = =: 3 > 2 3 oe 2 P ә? P 
i = = еее” — я я 
а == Saas. = = = = = 
= = © = d — a — === === 
9 
ғ 
ч 4. > 2s ; qu 
xx 
= . f 27 2-2 
mf 
m m ее =” e d 5. 4 
РАР = s —. == e = = 
— — — e e — 
= = : : Р A > = = ж» 


DRONE BASS 


A drone bass is an accompaniment that repeatedly uses the interval of a fifth. It is effec- 
tive with many tunes. To construct a drone bass, take the lowest tone (tonic) and the high- 
est tone of the five-finger pattern you are working in and sound them together with the 
left hand on the first beat of each measure, or as indicated in the music. 


1 
5 


Five-Finger 
Pattern of C 


Highlander Tune and French Canadian Round use a drone bass accompaniment. 
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HIGHLANDER ТОМЕ 


Student E. М.  TRACK18 TRACK18 


Spirited 


Transpose to G major. 


Ensemble Parts 


Piano 1 
3 
= pom 
е о-о о | о-ө | | м | о 
r 2 
ee © oe © oe © e 299 s. G 
mf 
Piano2 = -Ө- -2- = -2- -Ө- 6- 6- 
Fg (2 (2 | | (2 | 2 
1 
т 
Piano 3 
© © = = = © = = g 
-Ө- -Ө- -©- -Ө- -Ө- -Ө- е € 
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A round is a melody that is played with each new 
person (or group) starting the melody at specific 
times indicated. 


LU 
E 
О 
= 
LU 
< 
= 


Student 


A In "d time A 


FRENCH CANADIAN ROUND 


French Canadian Round uses a drone bass in the left hand, using the first and fifth tones 
of the five-finger pattern in F. 

After you have studied and played this piece as written, play it as a round. The Piano 1 
group begins and then the Piano 2 group will start when the first group has reached 
measure 3. This piece can be repeated as many times as desired. 


Transpose to D major. 
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Major Five-Finger Pattern Improvisation 
Using a Drone Bass Accompaniment 


Improvise major five-finger pattern melodies using the rhythm patterns given on this 
page. The left hand will use a drone bass accompaniment on the first beat of each measure. 


1. Improvise a melody, using the right hand first, then the left hand, then both hands. Be 
sure to end each example on the tonic. Occasional pitches have been provided to give 
you some help with the melody. 

2. Improvise your own five-finger pattern melodies, using other rhythms discussed in 
this unit. 

3. Harmonize the improvised five-finger pattern melodies, using the rhythm patterns 
given. Then harmonize your own five-finger pattern melodies with new rhythms, using 
a drone bass accompaniment. 


4) J |, J l dd dtd J | 


(a) (о) (о) (о) 


iU J J J J j J J tet 
ни 34 гуы J |! 
01211 241) Dl | 
5. Key of G) 

02114 ЈОЈ Ј Ј Ј 1 
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CLASSIC MINIATURES 


THE CONTEST у 18 Short Pieces, Ор. 136, No. 3 = к 


Cornelius Gurlitt (1820-1001) твАСК19 TRACK19 


OPORTO 
S 

ге] 22222 Е ЕЕ 
a — == — 
ae ta - | 
ЕЕ ЕЕ ЕЕ ЕЕ = 


(Classic Miniatures continue on the next page) 


TWO ETUDES 


si = ` 


Ferdinand Beyer (1803-1863) тваск20 TRACK20 


Moderato 


d e fr ТТР TR ЕУ 
prece E 


5 
No. 13 e 
L. | 


TRACK21 TRACK 21 


Moderato 
(ee ео == © == © == P 4 о 


( cea ШШШ, 


REPERTOIRE 


As discussed at the beginning of this unit, melodies are sometimes divided between the 
two hands. Let the starting tone and finger number be your guide in placing your hands 
in the correct positions. The arrow indicating where middle C is located in the left hand 
pattern will also serve as a guide. 


Hand positions: middle RH 
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SURFING = 1% 


Student Lee Evans ТВАСК22 TRACK 22 


Relaxed 


ДЕН, 
Wav 4 


Surfing by Lee Evans. Copyright © 1984 by Piedmont Music Company. This arrangement Copyright © 2010 by Piedmont Music 
Company. International Copyright Secured. АП Rights Reserved. Reprinted by permission of Hal Leonard Corporation. 
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SURFING 


Accompaniment 


Relaxed 
PAL 1 Ф | . = 1 = | ө ©. | і d e | 
ui? — —. E — 


Му = 
МАТ 
% 
% 
е 


= W 


| 
| 
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HARMONIZATION 


Harmonize the following melodies using harmonic intervals of a fifth in each measure 
where marked with a short line ( ). Use the notated example in the first measure as 
your guide. Write in the fifth for each measure where it is required. Notice that sometimes 
the left hand will be playing the fifth and at other times the right hand will be playing 
the fifth. 
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Leisurely 3 


AW: 
[2 = ју ~ 0 07 o 
mL. 4 
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Smoothly 
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IVIPROVISATION 
Dorian Mode Improvisation 


Improvise melodies using only the white keys. All sounds will blend! The pattern of whole 
steps and half steps formed by the white keys from D to D is the scale of the Dorian mode. 
Begin and end your melody on D. 


DORIAN ACC0MPANIMENT 


Ken Iversen 


Dorian 


Improvisation [65 


12-Ваг Blues Improvisation 


Using the Pentatonic Scale 


START OF THE BLUES 


The 12-bar blues form is so called because it always consists of twelve four-beat measures. 
Playing the black keys Eb, Ab, and Bb with your left hand, as illustrated below, begin Start 
of the Blues. Do not stop or slow down when you change notes—keep the beat moving! 


As soon as you have mastered this left-hand pattern, add the right hand and begin 
improvising on the black keys. Remember that it is impossible to play a wrong note! Let 
your right hand move freely on the black keys and de sure to keep the beat moving. If at first 
you have difficulty working with both hands, play various black-key patterns in quarter 


notes with the right hand until you feel comfortable enough to experiment with rhythmic 
patterns using other note values. Several rhythmic patterns are shown next to get you 
started. Try them and then add some of your own. 


2 Кей 
ida Lia 


A 
A 
A 
A 
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Using Dorian Mode 


MOVIN’ ON THE WHITE KEY BLUES 


Following the same procedure described in the preceding paragraph, practice improvising 
blues in the Dorian mode to Movin’ on the White Key Blues. Here is the left-hand pattern: 


TM 


Improvisation with New Notations and Techniques 


Some twentieth-century music uses clusters, which are sounds constructed of bunched 
seconds, such as all the tones of a five-finger pattern played simultaneously. Although 
clusters can be notated traditionally, a new notation consisting of stemmed, block-like 
figures is frequently used. The pitch of a cluster is determined by its position on the staff, 


as shown below: 


Пе 


blocked clusters broken clusters 
(played simultaneously) (the notes are played in the direction of the arrow) 


Sometimes composers use nonstandard sounds in their music and invent notations to 
suit their own purpose. For instance, the tapping of a spoon on a glass might be notated as 
“ Г ог / / , or a gradually slowing tempo as 4- Frequently, the 
composer will simply give verbal instructions within a specific measure, such as “strike a 
wooden board,” “hum in а high register,” and so forth. 
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Another sound that produces а special effect is the glissando, а sweeping sound that is 
used in both traditional and innovative pieces. This sound is produced by pulling one or 
more fingernails—usually the nail of the third finger—over the keys. The usual notation 


155" 


1 5 
IS m 


IT'S UP TO YOU 


It’s Up to You uses the notations we have just discussed. Observe that every measure is 
in i and should be played in strict time, with no change of tempo. Play individual tones, 
harmonic intervals, clusters, and other sounds according to the written directions and 
rhythmic patterns provided. For example: means to play two half notes, while J 

means to play a half-note cluster followed by two quarter-note clusters. Throughout, the 
exact pitches are up to you! 

Following the directions given, improvise using the white keys only the first time you 
play the piece. Next, improvise with the black keys only. Work with the right or left hand 
only, then use alternating hands, and finally, use both hands together wherever possible. 
You might also play this as an improvisational ensemble piece. 


half-note quarter-note 
cluster clusters knock on wood use lower register 


4J J Id ка |, Wl sie J J | 


use intervals 
of a fifth use upper register 


2 3 jH I | JJ J e | 
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TAKING А СНАМСЕ 


The composers of aleatoric (chance) music use the element of chance in creating а piece. 
For example, pitches and intervals may be determined by the numbers obtained from 
rolled dice. Aleatoric music also allows the performer to improvise freely or to select an 
arbitrary arrangement of patterns, as in Taking a Chance. 

Play the numbered segments of Taking a Chance in any order you like. Remember to 
keep the beat moving! Improvise your own aleatoric segment in the two-measure blank 
(number 8). Use any of the contemporary techniques discussed so far. 

Each time you play Taking a Chance it will sound like a different piece. 
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SIGHTREADING STUDIES 
Adding Drone Bass Accompaniments 


For each of the following exercises, review the practice directions discussed earlier on 
page 27. After you have completed these practice exercises, transpose exercises of your 
choice to various other keys studied so far. 

Then, harmonize Exercises 1 through 9 with a drone bass accompaniment by taking the 
tonic and the interval of a fifth in the five-finger pattern you are working in and playing 
them together on the first beat of each measure. 


Treble Clef Melodies for the Right Hand 


1. Key of C 
Smoothly 


[1T УЗЫ eT 
ШЕННЕН БЕНЕН БЕН jJ Jj j Jj j j jJ j | J ОО ООО j БЕН ' 


3. Key of G 
Cheerfully 


4. Key of F 


5. Key of D 
Gliding 
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Bass Clef Melodies Гог the Left Hand 


6. Key of C 
Steadily 


(5) (8) 


7. Key of G 


Gracefully 


#5 и di s з 


/2% 
|__| P | __"|__ "| =" =_____| |__.„ __"___|" 1 de | 


8. Key of F 


Smoothly 


e e 

м 652.9 | 7 | | I — CL у | I "^" ы 
Z | = = 1 NEN 
г p. r | 


9. Key of D 
With energy 


Five-Finger Pattern Studies in Major Keys 


Determine what key each of the following examples is written in. 


Marchlike 
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Cheerfully 
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Lightly 


AW: — —=— 
ШАУ Ж HS т a  — | ГГ a eee l| ы ы м CC 


RHYTHMIC STUDIES 


Tap and count the following rhythmic patterns with both hands as given. When clapping 
these patterns, start with a comfortable speed for the quarter pulse. Repeat the pattern at 
a slower tempo and then at a faster tempo. In addition, incorporate dynamic contrasts (Ў, 
p, тј, тр). 

Then tap them out using various finger-number combinations. For example, Exercise 1 
might be tapped out in the following manner: 


siii ed 
E Te © ert 


~ | N 
~ |% N 
і 


N wn 
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LH 


LH 
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i 
i 


TECHNICAL STUDIES 


Practice Examples 1, 2, and 3 in the various keys studied so far. 


1. Parallel motion 


Steadily 


2. Contrary motion 


Steadily 


3. Melodic seconds 
Steadily 


[ — -— essi | ee m | J] 
tl => ___=== | U | —_ui; | РЕ =: | 
К yf 1 D 1 I T T БЕН _ H Гг ,----ы----------. 
VE  __—_—_àbeo_ _ о | | о Ө da; e ^" ҒҒ” > ә ҒҒ ә ёё ы са |] 


т @ _ @ P Ф + 
Ж, @ 1 9g P e ЕР о | @ “= i| p 9—* ө Ф p Р Ç о 2 о 
|Z ФФУ)" 1. Г 
e э ————————— s —— ST I ee oe ЕЕ 


Play this pattern as written, starting on C. Using only white keys, shift the same pat- 
tern upward as you begin on D. Continue in new locations until the LH reaches middle C. 
Then work your way down an octave. 


Marchlike 
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ENSEMBLES 
Student-Teacher Ensemble Pieces 


The repeat bar indicates that the piece should be repeated from 
the beginning or from wherever there is another repeat bar. 


RH 
1 2 3 4 5 


Hand positions: middle 


LAND OF THE SILVER BIRCH 


Play one octave higher than written with both hands the second time. 


Canadian 
Arranged by E. M. 


Student 


Accom- 


paniment 


Student 


1 


Accompaniment 
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Student 


Accompaniment 


> e 


= 
p 


Student 
1 
p wawa | for] 
eee 
° e e ос © 8 
? й — АЯ 
5 
Accompaniment 
e Ж 
Б = || 
La 
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SUMMER BREEZES* 


Singing 
4 3 
e 
Le e e? i і e 
Student mp 
| + = 
2 
= g 2 £ 5 
4 
А = 
ccom p 
paniment 
ГА 
== € € 
= = 
Student 


+ 


PA 


Accompaniment 
8 


0% 
Nop 
poh 


‚ # 
-2-ө 


2% 


Vx 


*The student part may be played one octave higher than written if so desired. 
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Da Саро а! Fine means to return to the beginning 
of the piece and play to the measure where the 
word Fine (It., “end”) appears. 


TAKE NOTE 


LYRIC PIECE from The Children's Musical Friend, Op. 87, No. 27 


Both hands should be played two octaves higher than written throughout when using 
one piano. 


Student Heinrich Woblfabrt (1797-1883) 
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LYRIC PIECE from The Children's Musical Friend, Op. 87, No. 27 


Accompaniment Heinrich Wohlfahrt (1797-1883) 
ну or 
5 1 е е Ф = > s e 2 
T 
P 
О € d 2 2 = = = - 
= = = e аан 
L| MK 1 
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Student Ensemble Pieces 


ROCK FOR TWO 


Forcefully 


Piano 1 


Piano 2 
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ТАб ALONG 


Cheerfully 


Piano 1 


Piano 2 
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BLACK АМО WHITE 


Piano 1: White-key cluster—use C-D-E played together. 
Piano 2: Black-key cluster—use Gb-Ab-Bb played together. 
E. M. 


With energy 
4 


Piano 1 


Piano 2 


black-key clusters only throughout 


use upper register 


1 fists on let arms rest 
white keys on white keys 
2 fists on let arms rest 


black keys on black keys 


use lower register 
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MORNING* 


Gently 
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*Two parts can be played at one piano if so desired. 
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INT 


^2 


WORKSHEET REVIEW 


NAME 
DATE 
SCORE 


SHORT ANSWER 


1. Write out the letter names for the following major five-finger patterns: 


1. G Major G 


2. 0} Major D) 


3. Е Major FÉ 


4. E Major Е 


5. G) Major ар 


CONSTRUCTION 


2. Create and write out four measures of rhythm, making each measure 
different, for the following time signatures. Be sure to use some eighth 
notes in each of your examples. 


@ Oxford University Press 
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MATCHING 


Write the numbers from Column A to correspond to the given answers in Column B. 


COLUMN А 


1. 


14. 


15. 


@ Oxford University Press 


cluster 


. ritardando 

. key note 

. key signature 
. eighth note 


. eighth rest 


. beam 

. tie 

. drone bass 

. transposition 


. Dorian mode 


. glissando 


. aleatoric music 


round 


COLUMN B 


a melody that is played with each voice starting the melody at specific 


times 

a group of bunched seconds sounded together 
repeat bars 

uses the element of chance in creating a piece 
a sweeping sound over the keys 


pattern of whole steps and half steps formed by the white keys from 
D to D 


a gradual slowing of the tempo 

y 

a line that joins two eighth notes 

an accompaniment that repeatedly uses the interval of a fifth 


connecting two adjacent notes of the same pitch with a curved line; the 
second note is held for the duration of its value 


playing a piece in a different key 
help to indicate the key of a piece 


the tonic 


2 


UNIT 3 


MORE FIVE-FINGER PATTERNS 


PLAYING IN DIFFERENT REGISTERS 


A register guide, like the one at the beginning of Stepping Up in С, will be used in Units 
3 through 6 to help you find the starting notes for both hands. It shows the location of 
middle C, the C an octave higher, and the C an octave lower. 

Play the five-finger pattern up the keyboard in C, as shown below. Next, transpose the 
five-finger pattern to other keys of your choice. 


Playing in Different Registers [87 


STEPPING UP IN С = ` 
" 


Student E. M. твАСК23  TRACK23 


register guide RH 
1 


Steadily 


middle C 
STEPPING UP IN C 

Accompaniment E. M. 

i ак ла E а 

=== === === а - 
61 "nue ве Тар АЕ ШЕН 
тр 
Now play the five-finger pattern down the keyboard, following the same procedure. 
STEPPING DOWN IN C | | a 
dl 
Student Е. M. тваск24 TRACK24 
Steadily 


STEPPING DOWN IN C 
Accompaniment E. M. 
"i M mE i "a | mE 2008 
61 Sy Se m ЕЕ НЕЕ ЕЕ 
тр 
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PRACTICE STRATEGIES 


Practice playing the following patterns in the various registers. First play the patterns in 
the key given and then transpose them to the keys of G and D major. 


1. 3: 


SCORE READING 
Tempo Markings 


Тегаро, as discussed earlier on page 27, is the rate of movement or speed. Tempo mark- 
ings indicate how fast or slow the music is to be played. Several basic tempo markings that 
will be used for some of the pieces ahead are given below: 


Allegro fast; lively 

Allegretto moderately fast 

Moderato moderately 

Andante at a walking pace; moving along 


More Dynamic Markings 


77 fortissimo very loud 


PP pianissimo very soft 


Score Reading 


[89 


Notation Symbol 


A fermata (/^) is used to sustain а note longer 
than the indicated time value. 


TAKE NOTE 


BREEZES ARE BLOWING 


Breezes Are Blowing is written in Dorian mode (as discussed earlier on page 65), which is 
made up of the pattern of whole steps and half steps formed by the white keys from D to D. 

The Dorian mode can be constructed by starting on any pitch as long as the pattern of 
whole steps and half steps remains the same. 


Luiseño Indian Rain Chant ТвАСК25 — TRACK 25 
Moderato 
| А 


К ЛЕНА, 
ба, ЩТ T | I 
ы м 5 (, 5 
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MELODY STUDY (х, ; from First Term at the Piano) 


PRACTICE DIRECTIONS 


1. Tap the rhythmic patterns of Melody Study with both hands. 
2. Identify the direction of the melody by calling out (i.e., C-Up-Up-Up-Down 


Down-Down, etc.) while tapping the rhythm patterns. 
h | x 


Béla Bartok (1881-1945)  TRACK26 TRACK 26 


3. Play the piece as written. 


Moderato 


Transpose to other keys of your choice. 


ACCIDENTALS 


Accidentals—sharps ф, flats (b), and naturals (4)—are temporarily added to the body 
of a piece to alter the pitches. Unlike the sharps or flats in a key signature, these signs are 


cancelled by the bar lines 
Besides using the accidental of Db, Persian Scene utilizes the treble clef (0) for both 


staves to avoid the use of a large number of leger lines. Why is the register guide in this 
piece different from the one previously used? 


Accidentals [91 


PERSIAN 5СЕМЕ = ` 
" 


E. M.  TRACK27 TRACK27 


. Andante 
middle C 


Transpose to the key of G major. 


When 8"? appears below a note or chord, play it an octave 
lower than written. 

When the octave sign 8” appears above a 
note or chord, play it an octave higher than written. 


TAKE NOTE 
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Student 


Moderato 
5 


SAHARA 
ых 


Е. М.  rRACK28  TRACK28 


~ 
| 


gua sci 320212221555 521525222515 2252 12151552217 12515225 225253 ILL ет ти: 
та сы ——Á—————— —————— o n € РЕ 1 
e e ђ = e = 
ТИ. 
© © 
© O O 
ға... 1 


Accompaniment 


Moderato 


SAHARA 


Arranged by E. M. 


3pm 


> о. 
о: = Ë > Бә e = 
Tit. 
9: 
2 32 = 2 s 3 2 = 
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MONDAY BLUES 


А natural sign (5) is frequently used as a reminder т the measure following а temporary 


sharp or flat, as in the right-hand part of measure 2 in Monday Blues. 
k: | ` 


Student E. М. твАСК29 TRACK 29 


Andante 


In the following version of Monday Blues, the piece has been transposed to the key of F 
major, with the left-hand part moved to the lower register. Note the key signature of one flat. 


Andante 


á 
2 | En ` 
[А b "E U S | 
L ы 
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MONDAY BLUES 


Accompaniment E. M. 
Andante 
2 == 2 s— о = po | 
= e = e = e 


1 
5 
mf 


DOTTED QUARTER NOTES 


А dot placed after a note increases its value by one-half: 
А dotted quarter note is equal to a quarter note plus an eighth note. 


J. = 222 ог J. = ita (3 pha >, 


A dotted quarter rest ($. or {% represents а silence of the same length as the value 
of a dotted quarter note. 

Study the rhythmic pattern А : Л 4 that appears below. Isolate this pattern апа 
count as you clap: 


(022222 
J 0M 


1 + 2 + 


PRACTICE STRATEGIES 


Clap ог tap the following rhythm patterns, which use dotted quarter note patterns. 


ао AJ |d d d jd | 


1 + 


444 dI ) |) ) 4 42 2422444 Ј | 


1 + 2 + 


442442214 J 4247213114414 | 


1 + 2 + 3 +4 + 


Dotted Quarter Notes [95 


Staccato notes аге marked with а dot above ог below each note. They should 
be played very crisply and in a detached way. Staccato is the opposite of 
legato (smooth and connected). 


= 
Ап accent (J orf) is a sign placed under or over a note to indicate stress or 
emphasis. 


TAKE NOTE 


FIESTA TIME 


After you have studied the dotted-quarter-note rhythm patterns, play Fiesta Time. Note 


that the bass clef (9 is used for both staves. 
k: | ` 


Student E. M. TRACK30 ТВАСКЗ0 


middle C Allegretto 


Transpose to G major. 
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REPERTOIRE 


SHOESTRING BOOGIE 
Ы к. 


Student E. M.  rRACK31 TRACK31 


Allegro 
1 3 


буја = =: i 


№ 
~ 
М 
• 
Dia 
І 
I 
• 
І 
1 


2 LH over 4 
r | - 
© hd : 
z 2 
O Б 1 = = e = = 
2 5 
9 
1 
> = = 
= = ° = = 
_ 2 2 
EL = = 
2 
13 
> = 
oe oe x oe oe 
5 e 1 = = e e = o 


V 
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SHOESTRING BOOGIE 


Accompaniment Arranged by Phillip Keveren 
Allegro 
rf 7 Ñ i 1 Е = 7 N I { 
È 2 e Fi = 2 = је = 7 ve е = е 
5 e e e дни Б: 
Е: Е 2—50 20 
5 
===: i == к = === 
Е £ = Ep” ис 
: —— 
?—@- ра © е e Ë ә f 
9 
2 ———sr 
22. ae в 
=: e e Ф oe e "I e eo 
13 
= =: : CI = = È 12: 4 pe 
5 m e zæ e РЈ e 
oe 


Permission granted by Phillip Keveren. 


DAMPER PEDAL 


The damper pedal, which is the pedal to the right, is used to produce 
the blurred tonal effects needed to obtain the mood of the following piece. 
Push the pedal down with the right foot, hold as indicated by the 


marking, and then release. (See pages 354—356 for a more thorough dis- | 
cussion of the damper pedal.) 


| | 
pedal hold pedal 
down up 
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EVENING TIDE 


Let Evening Tide sound smoothly connected (legato). As you play, do not look at the keys. At 
the end of each musical phrase, lift your hands at the same time you lift the damper pedal. 
Now play the piece an octave higher than written, still alternating hands, and then an 
octave lower than written. Next, play the piece in different registers with the right hand an 
octave higher than written and the left hand an octave lower. 
The FÉ and с} in the key signature establish the key of D major, although ch does not 
appear in this piece. 


Е. М.  rRACK32 TRACK32 


Moderato 


Damper Pedal [99 


*Cross over left hand to play D. 


UPBEAT AND DOWNBEAT 


ON THETOWN 


An upbeat begins with a beat or beats other than the first in the measure, as opposed to 
a downbeat (the first beat). When a piece begins with an upbeat, the missing beats in the 
first measure will be found at the end of the piece. Here the upbeat consists of one beat, 
so the last measure consists of three beats. The first complete measure is identified as 


measure one [1]. 
[1 і x 


Student Е. M. TRACK33 TRACK33 


1 
Allegretto 1 2 
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ON THE TOWN 


Accompaniment Ken lversen 
Allegretto 
be ө be е be be e be * be 
9: $ Е DE Die e ° n= 5 bø e 5 Е 


f 


2 ҙө il pe 


ba 


“ 


dl 


SLURS 


A slur is a curved line above or below a combination of two or more notes to indicate that 
these notes are to be played legato. 

The first note of the slur usually receives more emphasis than the others. 

The /ast note of the slur is usually played more softly and is released a bit short of its full note 
value. Think of two-syllable words like MOV-ing, WALK-ing, CLIMB-ing, to help you 
develop the dynamic shaping of two-note slurs. 


fall lift FALL 
| | Weight оп the key 
LIFT 


Weight is released 


Fall from the wrist to play the first note of a slur. 
Lift the wrist to play the last note of a slur. 


Slurs [101 


PRACTICE STRATEGIES 


Practice playing two-note slur combinations of the five-finger patterns ascending and 
descending, first with hands separately and then with hands together. Next, try practicing 
three-note slur combinations in the same manner. 

For example: 


Two-Note Slurs 


€ Е 3 | 
- n —. N <> 


Three-Note Slurs 


Practice playing the various slur combinations before playing Casey Jones. 


CASEY JONES 
"E 


American = ТВАСКЗА  TRACK34 


Allegretto 1 
=== ЕДЕ ЕСИ 


Transpose to F major. 
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Sforzando (572) is а dynamic marking that means 
to play strongly emphasized. 


TAKE NOTE 


OLE! 


Remember that accidentals are carried out throughout the measure and cancelled by the bar 


line or the use of a natural sign (B). 
Р і 


E. M. TRACK35  TRACK35 


Allegretto 


Slurs |103 


PARALLEL MOTION 


In parallel motion, both hands move in the same direction. 


STOMPIN! 


The left hand in the piece Stompin! is playing a harmony to the right-hand melody. (See 


especially measures 5 and 7.) 
bi 1 ` 


Student E. M. твАСКЗ6 TRACK36 


Solid 


d 3 
= 6 e e e e ө e e ө 
i f 


= DETTO o e <> e 
5 


# 3 — — 
E e e e e e e e Ф 
sfe SF fz 
y — = ° e 2 
mis = = e 


Transpose to G and F. 
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STOMPIN! 


Accompaniment E. M. 
Solid 
Ё 
te 
# $ т fe S Т 2 s 3 
f fi sf: 
SEIT 
€ = ë ~ < 2 > 7 # - 5 у Z * 
Ё 
ў == 
2 f ws zr 
sfz Jf sfz 
DEE — 
ө Ld he e = = = ө Ld ђе. e = si =. 2 
$ TIME 
6 6 beats to the measure 
8 the eighth note ( D receives the beat 
The note values in б = 
Notes Rests 
2 eighth note = 1 beat ч = 1 beat 
J quarter note = 2 þeats : = 2 beats 
Ji dotted quarter note = 3 beats boy — 3 beats 
J dotted half note = 6 beats ¿bor =. = 6 beats 
8 ехатрје: 
1 2 3 4 5 6 1 2 3 4 5 6 2 3 4 5 6 1 2 3 4 5 6 
б Time |105 


PRACTICE STRATEGIES 


Tap and count aloud the note values for the patterns that follow. Notice that there is 
an accent (>) on the first and fourth beats in every pattern, except the last measure in 
Example 1. 

6 


When a piece in g is played quickly, it is easier to count two beats to a measure rather 


than six, with the dotted quarter note receiving one beat. Once you are familiar with these 
rhythmic patterns, try tapping and counting aloud the patterns with two beats to the 
measure. Accent the first and second beats in every pattern. 


1. 
= 
count: 1 2 3 4 5 6 123456 
1 2 1 2 
= > = = = = 
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TWO STUDIES IN š TIME 


Study 1 Moderato 


ALLEGRETTO = 5% 
" 


Anton Diabelli (1781—1858) твАСКЗ7 TRACK 37 


Allegretto 


*Play S the first time through and Д2 the second time. 


б Time |107 


FLEMISH FOLK SONG ` 
ү 


TRACK38 ТВАСК 38 


Moderato 
в 1 


ый р 
"e e e 
- 0 e e 
5 


KEY SIGNATURES 


Key signatures appear after the clef signs and indicate the notes that should be played as 
sharps or flats throughout a piece. The key signature helps to indicate the key of a piece. 


Sharp Key Signatures 


The order of sharps in their key signatures: 


ARE 


Ах 
E 


sharp keys: Еф Ct Gt Dt At Et Bt 


2 


AV 
X 

A 
VV 


Remember that sharp key signatures in major keys are identified by taking the last sharp, 
then moving up a half step higher to the next letter name. 


" 1/2D 
Е ZE, | 
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Flat Key Signatures 


The order of flats in their key signatures: 


flat keys: B; Eb Ab Db Gb Ch Fb 


? у 


The order of flats is the reverse of the order of sharps in their key signatures. 
Flat key signatures in major keys are identified by taking the name of the next-to-the- 
last flat (always the second flat to the left). 


Ab 


— 


e) 


Learn the key signatures of every major key as quickly as possible by remembering this 
rule of thumb: The number of sharps and flats in two keys with the same letter names will always 
add up to seven. For example: 


keys sharps/flats total 


СЁ С 7 0 7 
C, Ch 0 7 7 
с, б 1 6 7 
D, D) 2 5 7 
A, Ab 3 4 7 
E, Е} 4 3 7 
etc. 
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Key Signature Chart 


Another way to learn the key signatures of every major key is to think up а fifth, then down 
a fourth. For example: 


Play the above pattern several times from left to right and from right to left and you will 
quickly have your major key signatures learned. A Circle of Fifths diagram appears on the 
back inside cover and serves as an aid in learning the key signatures. 


WARM-UP STUDY IN б, MAJOR 


FIVE-FINGER NOTATION 


First play the Warm-Up Study in Gb Major. Then study the rhythmic and melodic pat- 
terns in The Donkey. Play this piece in the key of G) major, the five-finger pattern of 
which follows: 


middle C 
Gh Major Five-Finger | 
Pattern 
2 4 
LH RH 
Moderato 
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ТАКЕ МОТЕ 


Student 


A sequence is a pattern of tones that is 
repeated at a higher or lower pitch. 


THE DONKEY 


Measures 5-6 of the following piece have the same tonal pattern as measures 1-2, but are 
played at a higher pitch. The six flats in the key signature establish the key of Gh. 


American  TRACK39 TRACK39 


Allegretto 
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THE DONKEY 


Accompaniment American 
Arranged by E. M. 
Allegretto 
| 
25: 
Яр e 
Ж Я т = = x 
2 = 
р 
: = 
E zr e e e e e = e É 
5 
bh = 4 
22 5 e = = 1 
mp S 
= этр e e o e 
> ө e e e 
9 
ђ т ГУ 
> e Ф 
? p5_ 55 і E t = = 
2 2 
_ ——— 
си ли р е e Ë Е 
> e e e e 


Play this piece as a round, with each person (or group) starting four measures after the 
preceding person (or group). 


Transpose to G major. (Just change the key signature to FE. The actual reading of the notes 
on the staff will remain the same.) 
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TWO ETUDES INA MAJOR 


FIVE-FINGER NOTATION 


The key of A major has three sharps in the key signature. Construct the five-finger pattern 
of A, as shown below: 


middle C 


A Major Five-Finger Pattern 
214 211 1/2 45 
LH RH 


Study the melodic and rhythmic patterns before playing Two Etudes in A Major. An etude 
is a technical study. 


Study 1 Allegretto 


Study 2 Andante 
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СНАМСЕ ОР ОУМАМПС5 


crescendo (cresc.) ог — = means to gradually 
play more loudly 


diminuendo (dim.) or === means to gradually 
play more softly 


TAKE NOTE 


A SONATA THEME 


A Sonata Theme uses seconds, fifths, and parallel motion to harmonize the melody. 


~ 


Wolfgang Amadeus Mozart (1756-1791) — vRACKa0 TRACK 40 


Andante 
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READING STUDY INE MAJOR 


FIVE-FINGER NOTATION M 


Reading Study in E Major, Follow Me, and Wheels are in the key of E major, which has four 
sharps in the key signature. Here is the five-finger pattern of E. 


middle C 


E Major Five-Finger Pattern 
5 2. |1 1 4 |5 
LH RH 


Moderato 


АШ ЖЕ, 
ИШЕН БАУ ТИ а j jp — 
L4 — 01 ІІІ ЕСЕ ee ee 
Меч ПТ o_o g; 4 28 .| |€-9 23 | 
S C —À py | S 1 у 3 
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FOLLOW МЕ = 
i 


Student E. M. TRACK4  TRACK41 


Piano 1 
Moderato 


Moderato 
Een Т" = = = 
Eu es ee, e= = =. = 
T P 7 
SEEDS РЕСЕ JA INA 
p J = тј S 
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FOLLOW МЕ 


Accompaniment 


Moderato 
жан pipi pig; ыы 
f Ff d F |) T ГР ГР 
ЕЕ 
жанатта gift fist = а = Гр 
Рт ЈЕ р г} FTT 
WHEELS D 
= 
Е. M. TRACK42 TRACK 42 
Allegro 


CONTRARY MOTION 


In contrary motion the hands move in opposite directions. Calypso Beat and Mysterious 
Corridors use contrary motions. 
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CALYPSO ВЕАТ = 
р 


Student E. М. твасказ TRACK43 


Allegretto 


CALYPSO BEAT 


Accompaniment Ken lversen 
Allegretto 
7—5 i 7 e` e i 7 e e { Z = i 
- © +. + +. + ж vx 
S 
z k K 
P€ 5 : — == N 
` — ж AN. ° 
е 
9—5 = 4 e. 4 + i a e = 
o < ° -ө- 2 o -ө- + . = 
е 
z hs 
: ? 7 N = e e = е е d 
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MYSTERIOUS CORRIDORS = 1% 
" 


Student E. M. 


TRACK44 TRACK 44 


Andante 


MYSTERIOUS CORRIDORS 
Accompaniment E. M. 
Andante 

pIE J = = == 
p sasa i i c. c 

5 

- ө =: е је te e | | 
D CX =“ fe {= 
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CLASSIC MINIATURES 


MINUET 
"E 


Alexander Reinagle (1756—1809)  TRACK45 TRACK 45 


Andante 
i ° š è 3 а — 
- ó f Ë Ë Р 2. e : 0 de? 
— 
- mf mp 
29437 E =: P 


Dre | е = 


MELODY 
"E 


Louis Kohler (1820-1886)  TRACK46 TRACK 46 


Moderato 
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REPERTOIRE 


ETUDEIN D = 5% 
i 


Ferdinand Beyer (1803—1863) tracka? TRACK 47 


2422277... 
| P | ° Е Oe 
ñ тј ЕЕ 
Е 96382 2 i = ө „ ө ө 
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IMPROVISATION 


1. Using the F major five-finger pattern—E, FB, С}, A, B—improvise various melodies 
with the right hand to the given accompaniment which is to be played by your instruc- 
tor. Begin and end your melody on E. 


HEART OF SPACE 


Teacher Accompaniment Jeff Kowalkowski 
Flowing 4-70 
A i g 9 = e = e e? е = • e 
| — 
mp 
си: 
QUE = = = [== 
е” = 
# $. = = 66 = Са 
НИТИ 
2 i { e { • 4 • • = 
—" е- <> 
4 = т 
Ou a pe = = = 
е” е” 


а. КеуоҒС 
Moderato 


2. Improvise five-finger melodies in the blank measures using quarter and eighth notes. 


Z2 


e 
|-___- 


"p 


b. Key of F 
Allegretto 


EE 


c. Key of A 
Andante 
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CREATIVE MUSIC 


The following examples of phrase pairs are designed to help you create music of your own. 
Each example consists of two matching phrases, each four measures in length. After you 
have studied and played them, try improvising a matching phrase 2 to the three incom- 
plete examples on page 124. 


1. Parallel phrases 


phrase 1 phrase 2 
RE ——————— T rn 
# 1 pem = 
saepe == ea esp >. 
mp 
In phrase 2 of the first example, measures 5 and 6 are parallel to the first two measures 
of phrase 1; that is, they repeat those measures. Measure 7 uses a change of rhythm and 
moves stepwise toward the tonic or key note in measure 8 with a 2—4—3—2 pattern. 
2. Inverted phrases 
phrase 1 phrase 2 
(a 
La 1 — . === — si 808 para 
Er === EE = === 
e 
P _• ee je e e 


In phrase 2 of the second example, measures 5 and 6 repeat the first two measures, but 
they invert (reverse) the order of D-F-A to read A-F}-D and Е-С-А to read А-С-Е. 
The rhythmic structure of phrase 2 is identical to that of phrase 1. Measure 7 prepares to 
move to the tonic with a 5—4—2—3 pattern. 


3. Sequential phrases 


phrase 1 


In phrase 2 of the third example, measures 5 and 6 appear in sequence to measures 
1 and 2; that is, the same melodic pattern is repeated at a different pitch. As in the first 
example, measure 7 introduces a change of rhythm (dotted quarter and eighth). Frequent 
use of the I-chord tones (F, A, C) gives a strong sense of key. As in the other two examples, 
measure 8 ends on the tonic. 
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Using parallelism, inversion, ог sequence, write а phrase that matches each of the three 
following phrases. 
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Improvise matching phrases to the five-finger melody given below. Select your best 
phrase and write it down for both hands to play. Transpose it to other keys. Play with the 
right hand an octave higher, then with the left hand an octave lower. Finally, play with 
both hands in different registers at the same time. 


SIGHTREADING STUDIES 


PRACTICE DIRECTIONS 


1. Determine the key of the study. 


2. Observe the meter signature, then tap out the rhythmic pattern, counting aloud as 
you do so. 


3. Study the melodic and harmonic patterns. 


Place hands in the correct position. Once you begin playing, do not stop or hesitate to 
find the notes. Keep the beat moving! 


5. Play the notes while keeping your eyes on the printed page. 
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Melodies with Various Rhythmic Patterns 


1. Key of D 
Allegretto 


2. Key of F 
Moderato 
° e e ө 
А, 
9 com 
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1 

e 
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Different Registers and Register Changes 


3. Key of 


Marchlike 
3 


j = 
° — - c 


mf 


j = = 


ne 


mp 
4. Key of 
f ————— 
Л 
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Slurred Notes 


5. Key of 
Andante 


6. Key of 
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Staccato Notes 


7. Key of D 
Gracefully 
4 1 e ы d 2—0 d ө E è 
mf | тр 
= E ) š — ° e --: > P — = i e 
' 2 d d > = = = = i 
5 - m e e e » e ei = е е Е 9—3 = 1 


Parallel and Contrary Motion 


8. Key of F 


Moderato 
1 


ara 


mp 


=: = = 


mf mp mf 
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9. Key of E 


Flowing 


RHYTHMIC STUDIES 


Tap and count the following rhythmic exercises with both hands, or work with different 
objects (i.e., pencils, spoons, hitting against bottles) to obtain different timbral choices. 
Also play the rhythmic exercises, using the various percussion sounds that can be produced 


on the electronic keyboards. 
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TECHNICAL STUDIES 
1. Contrary motion 


Practice this exercise in various keys of your own choice. 


2. Fingerbuilders 


a. Practice this exercise in various tempos, using different dynamic levels. 


b. Practice this exercise in various major and minor keys of your choice, and play it in 


various higher and lower registers. 


ut, 1 quum — m === fem — Temm 
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ENSEMBLES 
Student-Teacher Ensemble Pieces 


ш 

Б Dal Зедпо а! Fine (D.S. al Fine) means to repeat 
z from the sign % to Fine (It. “end”). 

ш 

< 

= 

RAZZLE DAZZLE 
Student Lee Evans 


Moderate swing 
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2 D.S. al Fine 9 


Razzle Dazzle by Lee Evans. Copyright © 1984 by Piedmont Music Company. This arrangement Copyright © 2010 by Piedmont Music 
Company. International Copyright Secured. АП Rights Reserved. Reprinted by permission of Hal Leonard Corporation. 


RAZZLE DAZZLE 


Accompaniment Lee Evans 


Moderate swing 
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MERRY-G0-ROUND from Twelve Duets on Five Notes, №. 3 


Both hands one octave higher than written throughout if played at one piano. 


Allegro 


á 
= 


Student Arthur Foote (1853—1937) 
163 \ £ 
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MERRY-GO-ROUND from Twelve Duets on Five Notes, No. 3 


Accompaniment Arthur Foote (1853—1937) 
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Student Ensemble Pieces 


SPRING from The Four Seasons 


Antonio Vivaldi (1678-1741) 
Arranged by Ken Iversen 


Allegretto 


Pi А a Берг С. 
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(continued) 
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Piano 1 


Piano 2 


Piano 3 


Piano 4 


FOLK SONG 


French 
Smoothly 
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WORKSHEET REVIEW 


NAME 
DATE 
SCORE 


SHORT ANSWER 


1. Name the major key for each of the key signatures given: 


CONSTRUCTION 


2. Write the seven sharps in the order used in key signatures on the grand staff. 


3. Write the seven flats in the order used in key signatures on the grand staff. 


© Oxford University Press 
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MATCHING 


Write the numbers from Column A to correspond to the given answers in Column B. 


COLUMN A 


. upbeat 

. Fine 

. allegro 

. crescendo 

4f 

. fortissimo (Sf) 
. downbeat 

. sforzando (sfz) 
. sequence 


. andante 


6 


‘8 

. accidentals 

. pianissimo (рр) 
. allegretto 


. damper pedal 


. DS al Fine 
. fermata (7) 


. diminuendo 


© Oxford University Press 


COLUMN B 


moderately fast 


begins on the first beat 


play strongly accented 


play very loudly 


play in a detached manner 


to repeat from the sign $ to Fine. 


begins with a beat other than the first in the measure 


hold longer than the indicated time value 


the eighth note receiving one beat 


L 1 


play an octave higher or lower than written 


gradually becoming louder 


____ an accent sign 


play quickly 


play very softly 


play at a walking pace 


finish or "end" 


a pattern of tones repeated at a higher or lower pitch 


gradually becoming softer 


sharps, flats, and naturals temporarily added 
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UNIT 4 


MAJOR AND MINOR TRIADS 


This unit introduces major and minor triads, along with pieces that use these triads. 


MAJOR TRIADS 


A triad consists of three tones—the root, so called because it is the tone on which the 
triad is constructed; the third; and the fifth. A triad is also called a chord. 

Major triads are formed by taking the first (root), third, and fifth tones of the major 
five-finger patterns and sounding them together. 


C major chord (I chord) 
5 
3 
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Major Triad Groups 


An easy way of learning the major triads and their spellings is to categorize them in 
like groups. 

The chord group of C, F, and G triads uses only the white keys. (In the following 
diagrams, W = White Keys, and B = Black Keys.) 


= и ши ши 


Practice this three-chord grouping, first with the right hand, then with the left, and 
then with both hands. Learn to develop a “feel” for each chord and the movement from one 
chord to the next. Look for tones that repeat—common tones—to help you when moving 


from one chord to another. 
The chord group of D, E, and A uses only white keys in the open fifth with the 


third a sharped black key. 
D A 
D 1 E B І П Е 


The chord group of D| (Cb, Eb, and Ab uses only black keys in the open fifth with 
the third a white key. 


E 


Db Е Ab 
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The С} (Ер triad uses only black keys. 


"nu MUH 


The B and В} major triads use these arrangements: 


WBW 
+ 
BWW 
В р p 


Black Black Black 
White White White 


FIVE-FINGER STUDIES AND TRIADS IN MAJOR 


Next, practice the following major five-finger patterns and the major triads formed from 
them in the keys shown. You will be moving up in half steps, or chromatically, as you start 
each five-finger pattern followed by the major triad. Remember to use the whole step, 
whole step, half step, whole step formula in building each of the major five-finger patterns. 
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Db 
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Ab 
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Open Fifths 


PRACTICE STRATEGIES 


Triads without their thirds are called open fifths. Playing open fifths in half-step progres- 
sions is good preparation for playing major and later the minor triads which are introduced 
on p. 155. Using both hands, construct open fifths starting on C and play them both 
upward and downward as illustrated next. 

Notice that if the lower tone of the fifth is a white key, the upper tone will also be a 
white key. If the lower tone is black, the upper tone will also be black. The only two excep- 
tions are the fifths ВЬ-Е (black-white) and B-Fj (white-black). 
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Play the following major triads with each hand separately, then with both hands, first 
y 5 тај P у. 
upward, then downward. 
5 
3 
1 


MAJOR AND MINOR TRIADS 


Practice playing major triads, one at a time, in various registers, as well. For example: 


5 
3 
1 


awe (ULI 


THE MINOR FIVE-FINGER PATTERN 


The minor five-finger pattern (also called a minor pentachord or minor pentascale) 
can be constructed on any of the twelve tones. The minor five-finger pattern is constructed 
as follows: 


WHOLE STEP HALF STEP WHOLE STEP WHOLE STEP 


FIVE-FINGER NOTATION 


Here is the five-finger pattern in D minor: 


D Minor 
Five-Finger 5|4|3|2|1 112131415 
CRC JE d L JSZL d 1 


Pattern 
1 15 1 1 1 5» 1 1 
LH RH 


An easy way to play the minor five-finger pattern is to begin with the major five-finger 
pattern and lower the third tone one half step. 


D major D minor 
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Play other five-finger melodies such as Love Somebody (page 44) and Ode to Joy (page 19) 
in minor by lowering the third tone one half step. Can you hear the difference between 
major and minor? 


Relative Minor Keys 


Each major key shares the same key signature with what is referred to as the relative minor. 
The name of the relative minor is found by moving three half steps down from the name 
of the major key. For example, if the key signature has two sharps, the piece is either in D 
major or, counting down three half steps, B minor. 


3 half steps 


mmm 


Relative Major 


Minor Key 
D major D — Ct — Cy В B minor 
Ë Ë 
у = 
E MER Dow icd 


12 12 1⁄2 


PRACTICE STRATEGIES 


Write the name of each major and the name of its relative minor that corresponds to the 


key signatures provided. Remember to always skip one letter name (i.e., C to Am, skip the 
letter name B) as you move down three half steps. 


Key Signature Major Key Minor Key 


== _ _ 
2 
= = И 


*The small “m” stands for minor 
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ERIE CANAL 


Play measures 1, 2, 4, 5, and 6 of Erie Canal staccato (detached) where shown and the rest 


ofthe piece legato (smooth and connected). 
т 1 ` 


William Allen — TRACK48 TRACK48 


Moderato 


ZUM GALI GALI 


Play Zum Gali Gali in E minor. 


"n 


Israeli  TRACK49 TRACK 49 


Moderato 
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Imitation and Inversion 


Imitation is the repetition of a musical idea in another voice. In inversion, a musical idea 
is presented in contrary motion to its original form. 


IMITATION AND INVERSION 


Play Imitation and Inversion also as a duet with each player doubling the treble or bass clef 


with both hands. Imitation and Inversion is written т the Dorian Mode. 
[1 1 ` 


Béla Bartok (1881-1045)  TRAGK50 — TRACK50 


Andante 


Imitation and Inversion from Mikrokosmos, SZ107 by Béla Bartók Copyright 1940 by Hawkes & Son (London) Ltd.; renewed 1967. 
Reprinted by permission of Boosey & Hawkes, Inc. 
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MINOR TRIADS 


Minor triads are formed by taking the major triad and lowering the third (the middle 


note) one half step. 


C minor chord (i chord) 
5 
3 


FIVE-FINGER STUDIES AND TRIADS 
IN MAJOR AND MINOR 


Practice all major and minor five-finger patterns along with all major and minor triads 


as shown. 
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FIVE-FINGER STUDIES 


ë em 3 3 Arranged by Ken lversen 
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Student 
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paniment 
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Student 


Student B 


Accompaniment 
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% 
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Student 
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Accompaniment 
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Accompaniment 
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Student B Bm 


Major-Minor-Major Chord Progression 


PRACTICE STRATEGIES 


Play the major-minor-major progression below chromatically upward and downward start- 


ing with C. Practice playing these chords in various registers. 


Db D 
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Next, play the minor triads with each hand separately, then with both hands. Practice 
playing minor triads, one at a time, in various registers, as well. The * denotes а double flat, 
which lowers a tone two half steps, or the equivalent of one whole step. 


ш Моге Tempo Markings 
= 
О Vivace quickly; spirited 
= Andantino somewhat faster than andante 
LU Lento slow 
= L | broad 
argo slow; broa 
E 


a tempo return to the original tempo 
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PIECES USING MAJOR AND MINOR TRIADS 


AARON'S SONG 


Aaron’s Song uses open fifths and major and minor triads melodically throughout. First 
study the triads, assigning the proper letter names (GM, Em, etc.) to the triads that appear 
in the preparatory exercise below. Next, identify and block (play as a chord or open fifth) 
the triad patterns used every two measures in the piece. Finally, play the piece as written. 


Student Aaron Peirick ТВАСК51 TRACK51 


*The use of the damper pedal is optional throughout. 
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The accompaniment may be played one octave higher than written. The accompaniment 
can also be played by another instrument or group of instruments, or sung. 


Accompaniment Arranged by E. M. 
pere 
mf mp p B ag 
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PYRAMIDS AFAR 


Pyramids Afar and Mostly Upward use triads throughout. First, name and write in triad 
names on the lines provided in each piece. Then play the triads in each piece without the 
left-hand part. Finally, play the pieces as written. Note that an accent mark can also look 


like A as in measure 7. 
bi і 


Е. M. ТВАСК52 ТВАСК 52 


Andantino 
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M0STLY UPWARD 


Е. M.  TRACKs3 TRACK53 
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CLASSIC MINIATURES 


Ы х 


ТВАСК 54 


ALLEGRO 


TRACK 54 


Dmitri Kabalevsky (1904-1987) 


Op. 89, No. 4 


ых 


ТВАСК 55 


Ор. 101, №. 60 


ETUDE IN А MINOR 


TRACK 55 


Ferdinand Beyer (1803—1863) 


Not hurried 
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REPERTOIRE 


MOONLIT SEA 


In what key is Moonlit Sea written? 


ых 


Phillip Keverem _ TRACK56 TRACK 56 


With mystery 
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IMPROVISATION 


Improvise melodies in the Dorian mode (the seven white keys from D to D) to the left- 
hand accompaniment of open fifths. 


1. 
mp 
= = = = 
Ca © Lo e 
5 
< = O 
кој = b E кој 
Improvise various open fifths melodically and harmonically in both hands in а style 
similar to the one provided below. Explore а wide range of high and low sounds, shifting 
between different sections of the keyboard. 
2; 
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CREATIVE MUSIC 


1. Improvise five-finger melodies in G major that blend with the left-hand accompani- 
ment. Select your best phrases and write them down on the staff provided. 


АА. kx 
о ЕЯ 
š 
ум 
aor” | КА 
W 


2. Improvise a matching phrase to the one given using major and minor chords in the 
right hand. Select your best phrase and write it down on the staff provided. 
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SIGHTREADING STUDIES 


PRACTICE DIRECTIONS 


1. Determine the key of the study. 


2. Observe the meter signature, then tap out the rhythmic pattern, counting aloud as 
you do so. 


3. Study the melodic and harmonic patterns. 


Place hands in the correct position. Once you begin playing, do not stop or hesitate to 
find the notes. Keep the beat moving! 


5. Play the notes while keeping your eyes on the printed page. 


1. Key of Em 
Allegro 
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Andantino 
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RHYTHMIC STUDIES 


Tap and count the following rhythmic exercises with both hands, or work with different 
objects (i.e., pencils, spoons, hitting against bottles) to obtain different timbral choices. 
Also play the rhythmic exercises, using the various percussion sounds that can be produced 
on the electronic keyboards. 


араар 
ететт 
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TECHNICAL STUDIES 
Coordination Exercises 


Practice these exercises in various major and minor keys of your choice. 


1. 
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САМОМ 


In а canon, one melodic line/voice imitates another. 


ENSEMBLES 
Student-Teacher Ensemble Pieces 
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ГА CINOUANTINE* 


La Cinquantine has а first ending and а second ending indicated by the marks shown below. 


[1. | [2. | 


*The student part may be played one octave higher than written if so desired. 


MAJOR AND MINOR TRIADS 


After playing the piece through the first ending, до back to the beginning and play the 
piece again, this time skipping the first ending and going directly to the second ending. 


Student Gabriel Marie (1852-1958) 
Arranged by Faber and Faber 


Dancing lightly 
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(from The Children's Musical Friend) 


PRELUDE 


Heinrich Морат (1797-1883) 


Student 


Op. 87, No. 2 


Lento 


(RH one octave higher than written throughout) 


> 
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Ensembles 


PRELUDE (from The Children's Musical Friend) 


Accompaniment Heinrich Woblfahrt (1797-1883) 
Op. 87, No. 2 
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Arranged by Ken Iversen 


Johann Pachelbel (1653—1706) 
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CANON 


Student Ensemble Pieces 
Moderato 


| 
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[^ la l| JI eS J| | |l la т 
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N со + 


Piano 1 


САМОМ 


Accompaniment 


1] [9] 07] [25 
Moderato 
Fee Е 
Jt e = е d = е d 
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oe 
p-mp-mf-f 
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dae 
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FANFARE 


Elyse Mach 


tap 
pencils 


3 
clap 


hands 


4 
knock 
on wood 
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МАЈО АМО ММОВ TRIADS 


180] 


WHISTLE DAUGHTER* 


American Folksong 


Cheerfully 


3 
ГА 1 ГР ГА TI lI I] || 1. |n | РР] 
5 L ШЕН! L a Б] 
Piano 1 — Hf 
ын 


Piano 2 14 
ANY, 


Piano 3 
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[-—1——1— [— — ——3 
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snap fingers 


тј 


*Each part may be played in a higher or lower octave. 
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WORKSHEET REVIEW 


NAME 
DATE 
SCORE 
SHORT ANSWER 
1. Identify the major five-finger patterns from the black-white key groupings 

given. 

WWWBW 

BWWBW 

WBBWB 

WBBWW 

BBBWB 


2. Identify the quality (major or minor) of the triads below. Use the uppercase 
letter to signify major (i.e., D for D major) and the uppercase letter followed 
by a small m to signify minor (i.e., Dm for D minor). 
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CONSTRUCTION 


3. Build each of the major and minor five-finger patterns on the keyboards 


provided. In doing so, be sure to remember to use five different letter names. 


1. C major 


сјрје ја | | | | 


3. Db major (СЕ major) 


5. D major 
III 
7. E) major 
МИНИ 
9. Е тајог 
PELE ||| 
11. F major 
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2. C minor 


E 
cj jns] | | | | 


4. СЁ minor 


МИНИ 


6. D minor 


PLL || 


8. E) minor 


III 


10. E minor 


ШЕШЕНЕ 


12. F minor 
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13. F major (G|, major) 


| ||| 


15. 6 тајог 


17. Aj, major 


III 


19. A major 


III 


21. В} major 


14. ЕЁ minor 


111 || 


16. G minor 


ПШ 


18. Ab minor (СЁ minor) 


III 


20. A minor 


МИННИ 


22. B) minor (A$ minor) 


| 


23. B major (G) major) 


III 


24. B minor 
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MATCHING 


Write the numbers from Column A to correspond to the given answers in Column B. 


COLUMN A COLUMN B 


1. double flat a root, third and fifth 


2. major triad quickly and spirited 


3. canon — __ accent mark 
4. a tempo 222 slow 
5. lento ____ marking indicating first ending and a second 
ending 
6. vivace ___lowering the third one half step т a major triad 
A 
7. f __ reverse the order 
8. invert . . . a repetition of a musical idea in another voice 
9. triad ____ somewhat faster than andante 
10. minor triad ___triads without their thirds 
11. andantino ____ Ар-С-ЕРр 
12. largo _ slow and broad 
13. a first ending and a second ending sign _ return to the original tempo 
14. open fifths КЕНЕН ИЕ 


E key of G minor 
16. гта key of E minor 


17. 


key of B minor 


18. Sins key of F minor 


key of FÉ minor 


key of св minor 
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UNIT 5 


THE DOMINANT SEVENTH CHORD 


This unit introduces the dominant seventh chord and pieces that use the dominant seventh 


chord in their accompaniments. 


ROOT POSITION: V7 


To make a V’ or dominant seventh chord, add to the V triad a note an interval of a 


seventh above the root. 


Five-Finger Pattern in C seventh 


The V chord has a root, third, and fifth; the V’ chord has a root, third, fifth, and seventh. 

The roman numeral V represents the fifth degree, the root on which the triad is con- 
structed. The arabic numeral 7, to the right of the V, represents the interval of a seventh 
between the root and the highest tone of the chord. Since the root is used as the lowest tone 
of the chord, we say that the chord is in root position. 

The V’ chord also derives its letter name from its root. Thus, in the key of C, as above, 
the У” chord is called а С” chord; in the key of G, V! is called 07; and in D, V” is called A’. 


Root Position: V? [187 


FIRST INVERSION 


An easier way to play the V Š chord is to rearrange, or invert, the chord so that a tone other 
than the root is used as the lowest tone. When the third of the chord is used as the lowest 
tone, we say that the chord is in first inversion* and we call it V$. Note that the root of 
the chord now appears as the top tone and the rest of the tones have been inverted: 


(С) V? (с?) vÉ (G$) 


The numbers represent the intervals formed between the lowest tone and the ones 
above. In V$ in C, the 6 represents the sixth from B to G, and the 5 represents the fifth 
from B to F: 


Note that V$ forms its letter name (G$ above) from the fifth degree, the root, just 
as V’ does. 

The V$ chord for all keys is constructed by sounding the 4th and 514 tones of the five- 
finger pattern together with the tone a half step down from the first tone (ог tonic). 


FIVE-FINGER NOTATION 


Five-Finger 


Pattern in C 


*Chords and their inversions are discussed further in Unit 9. 
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An easy way to move from the I (tonic) chord to the V$ chord in any given key is to 
remember the following steps: 


mm 


. The top note remains the same. 


N 


. The middle note moves ир a half step. 


о 


. The bottom note moves down а half step. 


When playing combinations of I and V $, remember that the same V Š chord is used in 
both major and minor, as illustrated below: 


Playing the V$ instead of the V’ in root position at this point allows more ease in play- 
ing the chord progressions involving dominant seventh chords. 


PRACTICE STRATEGIES 


І-У5-І Chord Progressions 


1. Practice playing I and V$ chords with the left hand in major and minor in all keys, as 
shown. 


2. Give the root (or letter name) of each chord as you play it. 
3. Remember not to look at the keys. 


4. Try to develop a feel for the I-V $-I progression and anticipate the changing of chords. 
у Р Prog P 2105 


First Inversion [189 


Another way of practicing the I-V 5-І chord progression is to play the chords with the 
right hand while the left hand plays the root (or letter name) of each chord as shown below: 


BLOCK-CHORD 
ACCOMPANIMENT WITH I AND МЕ 


PRACTICE DIRECTIONS 


1. Identify the key of each of the following pieces by checking the key signature. In 
addition, look at the lowest note at the end of the piece; it will usually be the tonic, 
or key note. 


2. Study the rhythmic and melodic patterns of each piece, then play the I-V 5-І progres- 
sion several times before trying two hands together. 
3. Transpose these pieces to other keys. 
Try playing these pieces in selected minor keys of your choice. 
To play the five-finger pattern in minor, remember to /ower the third tone of the 
major five-finger pattern one half step. Then take the major I chord and make it minor 
by lowering the third (or middle tone) one half step, as well. 
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AUSTRIAN FOLK SONG = & 
" 


TRACK57 TRACK 57 


Allegretto 


Block-Chord Accompaniment with | and V$ |191 


MUSIC CHORD SYMBOLS 


Music chord symbols are often given as follows: 


С” = chord name the letter before the slash indicates the chord being played 
/B = bottom note the bottom letter appearing after the slash indicates the lowest 
note 
Roman numeral name: V^ vé 
k | ` 
TRACK58 TRACK58 
Moderato 


*Gently roll the chords as marked. 


1921 THE DOMINANT ЗЕМЕМТН СНОВО 


CHILEAN FOLK SONG 
ых 


ТВАСК 59 TRACK 59 


Allegretto 


FIVE-FINGER NOTATION ui 


The key of Е} major has three flats in the key signature. The five-finger pattern of Eb 
major is shown below: 


Eh Major Five-Finger Pattern middle C 


"mam 


Music Chord Symbols [193 


STUDIES IN Е MAJOR 


Study1 Moderato 


Transpose to D major 


Study 2 Allegretto 


Transpose to C major 
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ENGLISH FOLK SONG 


Study the left-hand I-V$-I chord progression in Eb major before playing English Folk Song. 


ых 


Student English tRAcK60 TRACK6O 


Moderato 


ENGLISH FOLK SONG 


Accompaniment Arranged by Ken Iversen 


Moderato 


"c =“ 
| re = 
los 
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FIVE-FINGER NOTATION M 


The key of Ab major has four flats in the key signature. Here is the five-finger pattern: 


Ab Major Five-Finger Pattern middle C 
| i 
3 3 
ETUDES INA, MAJOR 
Study 1 Andante 
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GERMAN FOLK SONG 
ых 


TRACK 61 TRACK 61 


Moderato 


FIVE-FINGER MELODIES WITH LETTER-NAME 
AND ROMAN NUMERAL CHORD SYMBOLS 
FOR I AND FOR V$ CHORD ACCOMPANIMENTS 


Play the following melodies which use letter-name chord symbols for the I and V$ chord 
harmonizations. 


1. FOLK SONG 


German 


Allegretto 


A] 
(Ay fT | | ПО l1 l1 j О ОО Ll -—.—l 
NS _|__ о |! —— L @ 149 9 17 1 


Transpose to G major 


Five-Finger Melodies with Letter-Name and Roman Numeral Chord Symbols [197 


2. SOUTH AMERICAN FOLK SONG 


Moderato 
G р/в G G рн G D//Fi G р7/Е# G 


Transpose to D major 


Play the following melodies that use Roman numeral chord symbols. 


3. GERMAN TUNE 


Moderato 


9 Z+ eS ere 


Transpose to E major 


4. SWEDISH FOLK SONG 


Moderato 


Transpose to Е} major 
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5. НЕУ LIDEE 


American 
Allegretto 
I I КЕ 
: S 

б i 7 | i ‘= e 

v$ v$ I 
e 2 ө ө = | e б e : e = | 

Transpose to А major 
CLASSIC MINIATURES 
MOVING ALONG op. 117, No. 5 


Allegretto 


3 


Cornelius Gurlitt (1820—1901) 


Ы х 


ТВАСК 62 ТВАСК 62 


Tei = == = f == ее е1 
р 
sica: = = = === 
-ө- = = 
5 
9 
о? о 
— — === = == i 
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МАВСН = a 


Daniel Gottlob Tiirk (1756-1813) — rRAcKe3 ТВАСК6З 


Allegro 
4 з Е 
+ 
ө ө ө е 
j e e e e e zi 
* f 
2. 2. 
© ex 2 
ө emi 
5 1 
5 
# 
= e e e 
e e e e = = 
mf 
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200] THE DOMINANT ЗЕМЕМТН СНОВО 


REPERTOIRE 


ых 


ММАСЕ 


ТВАСК 64 


ТВАСК 64 


Cornelius Gurlitt, Ор. 117, №. 8 


(1829-1901) 


Allegro 
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Repertoire 


IVIPROVISATION 
Pentatonic Improvisation 


A historical note of interest: It is thought that the pentatonic scale is representative of an 
early stage of musical development. For example, a variety of pentatonic scales occur in 
the music of Native Americans, sub-Saharan Africans, and East and Southeast Asians (e.g., 
the five tone s/endro scale of the Javanese) as well as in numerous European folk melodies. 
Many 20th century Western composers such as Claude Debussy used the pentatonic scale 
in a somewhat experimental capacity. 

Use the five black keys (the pentatonic scale) to improvise various melodies with the 
right hand, and use the left hand to play an accompaniment in fifths. The four sets of fifths 
that can be played on the black keys are shown below: 


П 
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JAPANESE GARDENS 


PRACTICE DIRECTIONS 


1. For an “Eastern” sound, play sustained open fifths in the accompaniment, as illus- 
trated in Japanese Gardens. 


2. Then play this piece in different registers—for example, with the right hand one and 
two octaves higher than written. 


3. Finally, make up your own melody to the accompaniment. 


4. For Japanese Gardens, place the right-hand thumb on Gb and the rest of the fingers 
on the corresponding black keys: 


() 
[2 ТАРТ 7 1] 
РЕШЕ ПЛ ПУЛИНИ 


Improvisation [203 


LITTLE RIVER CALL 


PRACTICE DIRECTIONS 


1. For a drumming sound, play a fifth (for example, Ер апа Bb) in the lower register on 
every beat in i meter, as in Little River Call. 

2. With the right hand, begin playing various melodies on the black keys. Play Little 
River Call to give yourself some ideas. 


3. Then begin to improvise your own melodies. 
4. For Little River Call, place the right-hand thumb on Db, and the rest of the fingers on 
the corresponding black keys: 


204| THE DOMINANT SEVENTH CHORD 


SAPPORO SUNSET 


Improvise your own accompaniment (single notes, fifths, etc.) on the black keys to the 
pentatonic melody that appears next. Play the melody and accompaniment in different 
registers. 


Flowing E. M. 


ТТТ e IN; — 1 1 
[ ө _____ jJ j ГРЕЕТ То 


CREATIVE MUSIC AND HARMONIZATION 
i and VÊ Chords in Major 


Harmonize the following melodies with a I or V$ chord on the first beat of each measure. 
The correct chord will be the one with some of its tones represented in the melody. Before 
creating the chord, look at the notes of each measure, especially strong-beat notes, and plan 
a chord that will fit those notes before your ear tells you something is wrong. Write in the 
chord for each measure. 


Creative Music and Harmonization [205 


Write a matching phrase for the one given and harmonize, using I and V 5 chords. 


Add a matching phrase to the one below, using a single-note accompaniment in the left 
hand. Single tones can substitute for complete chords. 


SIGHTREADING STUDIES 


PRACTICE DIRECTIONS 


1. Determine the key of the study. 


2. Observe the meter signature, then tap out the rhythmic pattern, counting aloud as 
you do so. 


5. Study the melodic and harmonic patterns. 


Place hands in the correct position. Once you begin playing, do not stop or hesitate to 
find the notes. Keep the beat moving! 


5. Play the notes while keeping your eyes on the printed page. 
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I and V2 Chords in Major 


1. Key of 


Moderato 


2. Key of 
Allegretto 


z 


TI E 
ләм 


a 
Wh 


3. Key of 
Allegro 


Sightreading Studies [207 


4. Key of 


Andantino 
3 
Е == Е e e o © —? ый ° Z 
e) = 
mp 
УС < ү2 
1 1 
3 2 
5 5 
| x: 2 I 
Р . 
| ИШЕ: 8 g £: 
O > р { 
Lama) 
i and V8 Chords in Minor 
5. Key of Cm 
Andante 
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6. Кеу ог 


Moderato 


7. Key of 


Adagio 


[209 


Sightreading Studies 


ames 
Г 
= — 
e e 
=e 
See] aoe! 
e e. 


RHYTHMIC STUDIES 
Tap and count the following rhythmic exercises with both h 
i ils 
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TECHNICAL STUDIES 


Practice the following I-V$—I chord progressions in various major keys of your choice. 
Think of making an arc movement ~~~. as you move your hands from опе 
octave to the next upward and then again as you proceed downward. 


E = 
$113 Eee eee] 
mf © 


ai 5 2 1 5 5 
fz : Е e - ED I 3 
Е < 
Е Е cg 
гі i i = 
1 — Y 
3 2 1 1 
5 3 2 
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ENSEMBLES 
Student-Teacher Ensemble Pieces 


WALTZ from The Children’s Musical Friend, Ор. 87, No. 39 


Student Heinrich Woblfabrt (1797-1883) 


Both hands one octave higher than written throughout when using one piano 


Tranquil 
4 a 1 _F >—_r-=: — 
ә 6% » 2 ө % » e 2 2 
DEE) 
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D 
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e e e 
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WALTZ from The Children’s Musical Friend, Op. 87, No. 39 


Accompaniment Heinrich Woblfabrt (1797—1883) 


Tranquil 
1 


е ø 


сл 
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JOYFUL DAY 


Vivace, non troppo is a term indicating to be performed in a brisk, lively manner, but not 


too much. Tranquillo means calmly, peacefully. 


Joseph Liw (1834-1886) 


Student 


Vivace, non troppo 


Т. а а ава аса ава аса сазива васса а а аса а а то оса о 


ааа 


| 


cembris pcnc einai 
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Accompaniment 


Vivace, non troppo 


Joseph Low (1834—1886) 


Ensembles 
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Student Ensemble Pieces 


DRINK TO ME ONLY WITH THINE EYES 


English (Arr. E. M.) 


Moderato 
F 
Piano 1 7|, 
7 
F 
Piano 2 7|. 
F7 
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AMAZING GRACE 


Traditional, Arranged by Ken Iversen 


Moderato 


3 
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р x 
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WORKSHEET REVIEW 


NAME 
DATE 
SCORE 


SHORT ANSWER 


1. Identify the following major and minor triads and the seventh chords that 
appear in first inversion. Use chord symbols for the seventh chord, e.g., Cë 
(first inversion). 


1. 2. 3: 4. 5. 6. 


а = paj 


ЕЕ == ук 4 


CONSTRUCTION 
2. Build the chords indicated by the letter symbols given. 


2 | | | | | | 
y 


Cm. E Gm. A$ D B 


(9, 


с 8 Ат В E 


3. Construct the I-V$-I chord progression in the keys of G and E) major in 
both treble and bass clef. 


a. G Major 
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b. Eb Major 


$ 


MATCHING 


Write the numbers from Column A to correspond to the given answers in Column B. 


COLUMN A COLUMN B 


1. tonic 

2. root position 

3. М 

4. dominant seventh chord 
5. F/C 


6. dominant 


7. inversion 
8. Daniel Gottlieb Türk 
9. first inversion 

10. non troppo 


11. tranquillo 


vif 


13. Cornelius Gurlitt 
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gently roll the chord as marked 


not too much 
when the third of the chord is used as the lowest note 
calmly or peacefully 


a music chord symbol 


to rearrange the tones of a chord, so that the root is not in 


the bass 


first inversion of a seventh chord 


the fifth degree of a five-finger pattern 


when the root of the chord is in the bass 
the first degree of a five-finger pattern 


a V triad with a note an interval of a seventh above the root 
a romantic period composer 


a classical period composer 


UNIT 6 


THE SUBDOMINANT CHORD AND 
CHANGING FIVE-FINGER POSITIONS 


his unit introduces the subdominant chord and pieces that use the subdominant chord as 
well as the dominant seventh chord in their accompaniments. Changing five-finger posi- 


tions and pieces that use changing five-finger positions are also introduced in this unit. 


THE SUBDOMINANT CHORD 


The root-position ТУ or subdominant chord is constructed by building a major triad on 
the fourth degree of the five-finger pattern in all keys. 


Root Position: The IV§ Inversion 


Five-Finger Pattern in C Major 


IV(E) 


The Subdominant Chord [221 


2221 


By inverting the IV triad and putting the fifth of the chord on the bottom, you will 
have an easier way to move between the I and IV chords. Note that the root of the IV$ 
chord now appears as the middle tone. When the fifth of the chord is used as the lowest 
tone, we say that the chord is in second inversion* and we call it IV f. 


root fifth root 


Ө- 


І(С) IV (B) 1V§ (Еб) 


As with У” and V$, the arabic numbers $ represent the intervals formed between the 
lowest tone and the ones above. In ТУ 9 in C, the 6 represents the sixth from C to A, and 
the 4 represents the fourth from C to F. 


fourth sixth 


ТУ6 (Еф 


The ГУ chord for all keys is constructed by sounding the first and fourth tones of the 
five-finger pattern together with the szxth tone, which is a whole step up from the fifth tone 
of the five-finger pattern. 


FIVE-FINGER NOTATION 


Five-Finger 

Pattern in f 1 2 3 4 5 
C Major The right-hand 
fingering for the 


IV chord is 3 


The left-hand 
fingering for the 
IV chord is 2 


*Chords and their inversions аге discussed further in Unit 9. 


THE SUBDOMINANT CHORD AND CHANGING FIVE-FINGER POSITIONS 


An easy way to move from the I (tonic) chord to the IV chord in any given key is to 
remember the following steps: 


1. The юр note moves z) а whole step. 
2. The middle note moves up a half step. 


3. The bottom note remains the same. 
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С: I IV$ I 


The IV$ chord derives its /etter name from the root, which is the 4th tone of the five- 
finger pattern. 


For example: In the key of C, the IV$ chord is called ап F$ chord. 
In the key of G, the IV$ chord is a C$ chord. 
In the key of D, the IV chord is а G$ chord. 


PRACTICE STRATEGIES 


Practice playing the chord progression I-IV $—I-V $1 with the left hand in all major keys, 
as shown next. 


I-1V2-1-V$-1 


Chord Progressions 
1. Use the fifth tone of the five-finger pattern as the first tone (ог tonic) of each subsequent 
chord progression. 
2. Remember not to look at the keys. 


3. Try to develop a feel for the progression and anticipate the changing of chords. 

After you have mastered the progression in major keys, try playing the i-iv$—i—v$—i 
progression in various minor keys of your choice. (See the progressions on pages 466—467.) 
Remember that the i chord in minor has its third tone lowered a half step, the iv$ chord 
has its sixth tone lowered a half step, but the V$ chord remains unchanged. 
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THE SUBDOMINANT СНОВО AND CHANGING FIVE-FINGER POSITIONS 
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D) (or C#) 


Another way of practicing the I-IV$—I-V$-I chord progression is to play the chords 
with the right hand while the left hand plays the root (or letter name) of each chord as 


shown below: 


16 со e 


LO St e 


16 с) e 


16 еб e 


After you feel secure playing the harmonic progression in major keys, play the і-іуб-і- 


V Li progression in various minor keys following the format above. 


[225 


The Subdominant Chord 


CADENCES 


A cadence is a musical punctuation used at the end of a phrase. It marks a close in the 
melody or harmony. 


Authentic Cadence 


A phrase that ends with a dominant-to-tonic (V-I) ог a dominant-seventh-to-tonic (Мог 
У 5-І) chord progression closes with an authentic cadence. 


Authentic Cadences 


G c G7 ë G7/B C 


V I v? I уг 1 


Plagal Садепсе 


A phrase that ends with a subdominant-to-tonic (IV—I) chord progression, in root position 
or in one of its inverted positions (like ГУ $), closes with а раза! cadence. Sometimes the 
plagal cadence is nicknamed the “Amen” cadence because it often appears at the end of 
church hymns. 


Plagal Cadence 


F c F/C С 
IV I Iv$ I 
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PIECES WITH I-IV$-V8 ACCOMPANIMENTS 


BANKS OF THE OHIO 
Ы к 


American ТВАСК 65 ТВАСК 65 


Moderato 


тј 


asked my love 


Transpose to F major. 
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BEAUTIFUL BROWN EYES = a 
i 


Traditional TRACK66 — TRACK 66 


Allegretto 


Transpose to D major. 


FRENCH FOLK SONG Е б 
" 


TRACK67 TRACK 67 


Moderato СУБ F 


Transpose to А major. 
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JINGLE BELLS 
ых 


J. S. Pierpont (1822-1893)  TRACK68  ТВАСК 68 
Allegretto 
ВЬ/Е 
ILLE Гг / 1l IL IL | |____к [| C [ = _____________ 
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jin - gle all the | way, Oh, what fun 


Transpose to G major. 


Pieces with I-IV§—-V§ Accompaniments |229 


SHALL WE GATHER AT THE RIVER = a 


Student Robert Lawry (1826—1899) твасквз — TRACK 69 


Flowing gently 


Transpose to А major. 


SHALL WE GATHER AT THE RIVER 


Accompaniment 


Flowing gently 
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WHEN THE SAINTS GO MARCHIN’ IN = 
" 


Student 


Joyously 


Г ТУ "UE | g € | = 


тј 


Oh, when the Saints 


á 
B —1 


Oh, when the | Saints 


Transpose to F major. 


Traditional Track 10 


Oh, how I | want 


TRACK 70 


Pieces with I-IV§-V§ Accompaniments 
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WHEN THE SAINTS GO MARCHIN' IN 


Accompaniment Arranged by Ken Iversen 
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COMPOSITE METER 


Festive Dance is written in composite meter, which is a combination of two different 
meters. Here 3 and i are combined to produce A Before playing the piece, tap out some of 
the rhythmic patterns in Y as given in the Practice Strategies section. 


PRACTICE STRATEGIES “8 
4 НН: | 
5104414141111. | 
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„54 d Jd ddd id d djdd dd) | 
„#441454 |4 d djdd 21:71:14 4 | 
«$4242 |а ddo 2 |d . |. 4444 | 


How many of the rhythms given above can you find in Festive Dance? 


FESTIVE DANCE = к 
" 


Student E. M.  TRACK7! ТВАСК71 


Allegro 
1 


Accompaniment E. M. 

Allegro.  . : . | TED 2004 2 
iE SEE SESE ES rra 
скат aa ae 
2 Ej eee | 
za È CITI A E! 
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EXPLORING D; MAJOR 


FIVE-FINGER NOTATION Mi 


Two Studies and Gentle Rain are in the key of Db major. Here is the five-finger pattern: 


Db Major Five-Finger Pattern "P C 
' 
3 3 
LH RH 
TWO STUDIES 
Study 1 Allegretto 


á tl a 
—— ириса ыы Гг г М ү ы РЕ eT | 
2 


Transpose to E major. 


Study 2 Moderato 


[ T 2 [> b è, 
ТТ = | 
5 
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Transpose to D major. 


GENTLE RAIN 
ki * 


Student E. M. твАСК72 TRACK72 


Andante 
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Transpose to С major. 


GENTLE ЕЛІМ 


Accompaniment E. M. 
Andante _ s 2 
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MELODY from Op. 39 


A tenuto is a short horizontal line f above or below a note. It means that the note should 


be played for its full value. 
k: | ` 


Dmitri Kabalevsky (1904—1987) твасктз — TRACK 73 


Moderato 


е | d s | g _ 2 | 9 о 9 e | 


Transpose to Dh major. 


236] THE SUBDOMINANT CHORD AND CHANGING FIVE-FINGER POSITIONS 


EXPLORING B; MAJOR 


Calisthenic Studies and This Land Is Your Land are in the key of B|, major; here is the five- 
finger pattern: 


FIVE-FINGER NOTATION Y) 
В} Major Five- middle C 
Finger Pattern | 
' 
4.3 1 2|3 5 
LH RH 
CALISTHENIC STUDIES 


Study 1 Allegretto 


Study 2 Allegro 
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THIS LAND IS YOUR LAND 


In measure 13, the third finger moves down to C to accommodate the movement of the 
melody line. The finger number is circled as a reminder to move the third finger down to C. 


I 


Student Words and music by ТВАСКТА TRACK 74 
Woody Guthrie (1912-1967) 
Adapted by E. M. 


Allegretto 


AIR FOR SAXOPHONE. Music by Loonis McGlohon and Alec Wilder. TRO-© Copyright 1972 (Renewed) Ludlow Music, Inc., 
New York, NY. Used by Permission. 
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Accompaniment 


THIS LAND IS YOUR LAND 


Arranged by Ken Iversen 


Allegretto 

Introduction (Students begin) 
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EXPLORING B MAJOR 


Studies and Zulu Farewell Song are in the key of B major; here is the five-finger pattern: 


FIVE-FINGER NOTATION M 
B Major Five-Finger middle C 
Pattern 
п " п " MI 
LH RH 
STUDIES IN B MAJOR 


A |. > Гот ГТГ _ _ ce тт 
[тя = 2 гг СТ“ e 9 | "^" P" | Pp | . 
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ZULU FAREWELL SONG 


Zulu Farewell Song uses harmonic intervals of a fifth and sixth in the left-hand 
accompaniment. 


|Ы х 


Student Е. M. твАСК75 TRACK75 


ZULU FAREWELL SONG 
Accompaniment Arranged by Ken Iversen 
m — pues AR 
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FIVE-FINGER MELODIES WITH LETTER-NAME 
AND ROMAN NUMERAL CHORD SYMBOLS 
FOR І, М8, AND V CHORD ACCOMPANIMENTS 


Play the following five-finger melodies, which use letter-name chord symbols for the I, 
IV$, and V$ chord harmonizations. 


CHRISTMAS DAY IS COME 


Traditional Irish Carol 


Allegretto 


Traditional 


Moderato F BIS ce F 
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Play the following five-finger melodies that use Roman numeral chord symbols. 


GIT ALONG, LITTLE DOGIES (excerpt) 


Cowboy Song 


Spirited 


hat was throwed back and his spurs were a - jig - ling, And 


CHANGING FIVE-FINGER POSITIONS 


Changing five-finger positions involves moving from one five-finger position to another. 
This means shifting the entire hand to a new position. 

Except for the examples in the improvisation section of this unit, all hand-position 
shifts will be indicated by a circle around the fingerings involved. 


Changing Five-Finger Positions [243 


PRACTICE STRATEGIES 


Practice playing a series of five-finger patterns in various positions. The objective is to 
move from one pattern to another without any hesitation in the beat. 


For example: Start with the five-finger pattern of C major, moving upward and down- 
ward with both hands; start next with F major, and so on. 


Practice the hand-position shifts shown next before playing Study. Use the same proce- 
dure for the pieces that follow. 


Moderato 
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STUDY 


Study begins in the five-finger pattern of G, shifts to the five-finger pattern of D, and 
then returns to the original pattern of G. 


common tone 


PRACTICE DIRECTIONS 


1. In measure 9, use the D in the right hand as the common tone to shift to the five- 
finger pattern of D. Only a fingering change will be required. 


2. In the left hand, make the shift to the D pattern by moving the fifth finger from G 
down to D. Your hands will be playing two octaves apart. 


3. Do notlook down at the keys when making the change and be sure to keep the beat 
moving—don't slow down! Use the same procedure when returning to the original 


position of G. 
|, | ` 


Béla Bartok (1881-1045)  TRACK76 ТВАСК76 


Moderato 


Changing Five-Finger Positions [245 
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STEAMROLLER ROCK 


Practice this hand-position shift before playing Steamroller Rock: 


E. M. TRACK 77 ТВАСК 77 


Allegretto 


Changing Five-Finger Positions [247 


BELLY-BUTTON BLUES 


Practice the left-hand position shift before playing Belly-Button Blues. 


"n 


E. М.  TRACK78  TRACK78 


Allegretto 5 


[ 1 IL. L u —4«4 | 
г т 
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Practice these three hand-position shifts before playing Time-C/ock Blues. Remember to 


look ahead of the notes you are playing to prepare for the hand-position changes. 


TIME-CLOCK BLUES 
~ 


Е. М. TRACK79  TRACK79 


Moderato 


[ el т Ly 
[LLL ————————L——b4—85-. “Рене i 
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ROUND-THE-CORNER BOOGIE 


Practice the hand-position shifts in each hand before playing Round-the-Corner Boogie. 


E. М.  TRACK80 TRACK80 


Moderato 3 2 
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CLASSIC MINIATURES 


MOVING AROUND 
Ы к 


Dmitri Kabalevsky (1904-1987) твАскз1 TRACK81 


Allegretto 


DANCE = a 


Dmitri Kabalevsky ТвАскв2 TRACK 82 

With a swing 
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Classic Miniatures [251 


REPERTOIRE 


Scherzando is a tempo marking that means to 
play in a joking manner, playfully. 


TAKE NOTE 


A LITTLE JOKE = , 
i 


Dmitri Kabalevsky (1904-1987) TRACK83 TRACK 83 


Scherzando 


а 2 - 
тт 
ГА _ ы d 
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IVIPROVISATION 
12-Bar Blues 


1. Before playing Starting the Blues, practice the major chords of C, F, and G with your left 
hand, as shown below. You will have to move the left hand out of position to build these 
three chords. 


2. Start by playing the tones of C, F, and G with the little finger of your left hand until 
you can play them easily without looking down at the keys. Work to develop a feel for 
the distances, or intervals, between the tones. 


3. Next, review and play the chords in the same manner, first as whole notes on the first 
beat of each measure, and then in the quarter-note figures as written. 


12-Bar Blues Chord Pattern 


Starting the Blues, like any 12-bar blues, can be played in any major key, using the chords I, 
IV, and V. The left hand will always follow this pattern: 


Improvisation [253 


Playing the major chords of С, F, and G in the left hand, improvise а right-hand melody 


using the tones in the chord you are playing. 
For example, with the C chord, the right hand would play a melody with the tones C, E, 
G; with the F chord, a melody with the tones F, A, C; and so on. Here is a simple example: 


Numerous blues melodies can be improvised by changing the note combinations and 
using a variety of rhythm patterns. Here are just a few ways of playing the same melody 
with four different rhythm patterns: 


Melodies can be improvised not only with the tones in the chord you are playing but also 
with all the tones of the fzve-fznger pattern for that chord. For instance, in Walkin’ Through 
Blues the C-chord melody tones use the five-finger pattern of C, the F-chord melody tones 
use the five-finger pattern of F (making it necessary to play Bb), and the G-chord melody 
tones use the five-finger pattern of G. Just remember to match the five-finger pattern to 
the chord you are playing. In other words, think of the left-hand chord as the key you are 


playing in when improvising the right-hand melody combinations. 


Also improvise different rhythm patterns to the left hand, such as these: 
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WALKIN' THROUGH BLUES 


= 2, ( È 
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Blue Note 


Now include what 15 called the blue note. With the right hand, construct the C major 
chord. Next, lower the third a half step from E to E) to form a C minor chord. The lowered 
third, Eb in this case, becomes the so-called blue note. 


E blue note Cm 


Improvisation 


[255 


You will be using the three tones of the major chord and also the blue note in B/ze-Note 
Blues. Before playing the piece, practice the individual chord patterns as illustrated. Use 
the second finger of the right hand to play the blue note. 


(2) з 5 1 © з 5 


|__Цц__| _, —L ---Ң 
gÁ. ee 
[65 eee | eee ld 
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Sb 


[ 1 I, ] 
— | hg FH, т ff 


Next, reverse the parts so that the right hand plays the chords, one octave higher, and 
the left hand plays the melody, one octave lower. 
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Next, for added harmonic color, improvise melodies to an accompaniment of open fifths 
that move downward chromatically in several places: 


After you are familiar with the downward pattern, play fifths that move chromatically 
upward to the fifths оп С, Е, and G: 


Finally, make up your own combinations of fifths moving both downward and upward 
chromatically to the fifths оп C, F, and G, similar to those used in Blues Beat. 


BLUES BEAT 


5 1 2 3 5 1 3 


Improvisation [257 


The following accompaniment effectively provides the strong, recurring rhythms сћаг- 


acteristic of rock music. It uses a broken major triad and a lowered third (blue note): 


After practicing this accompaniment pattern, play Rockin’ Blues. Then, using the same 
pattern, improvise your own melodies. 


ROCKIN’ BLUES 
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I-IV-V Chords in All Major Keys 


The following illustrates the I, IV, and V chords in every major key. Use this chart to help 


you improvise your own 12-bar blues and transpose them to various keys. 


[259 


Improvisation 


CREATIVE MUSIC AND HARMONIZATION 
|, IV$, and VÊ Chords in Major 


Complete the harmonization for the examples below, using I, IV$, and V Š chords. 
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Improvise matching phrases to the one below, using I, IV $, and V$ chords for the har- 


monization. Then select one melody to write down, along with the harmonization. 


SIGHTREADING STUDIES 


PRACTICE DIRECTIONS 


1. Determine the key of the study. 


2. Observe the meter signature, then tap out the rhythmic pattern, counting aloud as 
you do so. 


3. Study the melodic and harmonic patterns. 


Place hands in the correct position. Once you begin playing, do not stop or hesitate to 
find the notes. Keep the beat moving! 


5. Play the notes while keeping your eyes on the printed page. 
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I, IV$, and V8 Chords 


1. Key of 
Allegretto 


N 


. Key of Eb 
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3. Key of 
Andante 


= 


253 : 


z 


DE 


4. Key of 
Allegretto 
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Sightreading Studies 
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Change of Five-Finger Position 


5. Key of 
Moderato 


6. Key of C 
With energy 
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RHYTHMIC STUDIES 


Тар and count the following rhythmic exercises with both hands, ог work with different 
objects (1.е., pencils, spoons, hitting against bottles) to obtain different timbral choices. 


Rhythmic Studies [265 


TECHNICAL STUDIES 


Practice the following I-IV 5-І chord progressions in various major keys of your choice. As 
discussed earlier, think of making an arc movement — as you move your hand 
from one octave to the next upward and then again as you proceed downward. 
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4. Practice the following chord crossover exercise in various tempos and in various major 
keys of your choice. Be sure to plan ahead by developing a “feel” for the keys you will 
play as well as by looking for the keys you will play before you cross your hands over. 


RH RH 
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ENSEMBLES 


Student-Teacher Ensemble Pieces 


SCHERZO from Melodious Pieces, Op. 149, No. 6 


Student Anton Diabelli (1781-1858) 
Allegro 
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Accompaniment 


SCHERZO from Melodious Pieces, Op. 149, No. 6 


Anton Diabelli (1781-1858) 


Allegro 
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RUMBA 


A rumba is a dance of Cuban origin (meaning “party” or “spree”) and is characterized by 


its pronounced rhythms. The accompaniment is best counted 1-2-3 1-2-3 1-2. 


Gerard Hengeueld (1910—2001) 


Student 


Allegretto 
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Rr INT 


THE SUBDOMINANT CHORD AND CHANGING FIVE-FINGER POSITIONS 


270] 


[271 


Ensembles 


RUMBA 


Accompaniment Gerard Hengeveld 
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Student Ensemble Pieces 


ALOUETTE* 


French 
Arranged by E. M. 
Allegretto 
1 — TON — Fine 
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*Piano 3 is optional. The Piano 1 and 2 parts may be played at one piano if the Piano 1 part is played an octave higher than written and 
the Piano 2 part an octave lower than written. 
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Arranged by E. M. 


(When I Was at Father) 


Moderato 
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WORKSHEET REVIEW 


NAME 
DATE 
SCORE 


SHORT ANSWER 


1. Identify the following major chords along with the subdominant chords that 
appear in second inversion, and the seventh chords that appear in first 
inversion. Use chord symbols for the subdominant chord, е.д., 28 (second 
inversion) and for the seventh chord, e.g., CË (first inversion). 


1. — _ 3. 4. 5. ig 6. 
6 g =: TR ° УВ 


1-ө- 


vga = | 3 = b8 =tg 


CONSTRUCTION 
2. Build the chords indicated by the letter symbols given. 


D F$ Ab F$ 
Z 8. 9. 10. 11. 12. 
Bb E$ D$ Gb E$ AS 


© Oxford University Press 
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3. Construct the I-IV$-I-V£-I chord progression in the keys of F and 0} major 


in both treble and bass clefs. 


F major 
e) 
I IV I у? 
D major 
e) 
I IVŠ I Ve 
MATCHING 


Write the numbers from Column A to correspond to the given answers in Column B. 


COLUMN A 


1. authentic cadence 


. subdominant 


. cadence 


. plagal cadence 


| 


. scherzando 


5 
‘4 


. blue note 
. Anton Diabelli 
10. Dmitri Kabalevsky 


11. rumba 


© Oxford University Press 


COLUMN B 


a musical punctuation 


V to | 


IV to | 


____ a dance of Cuban origin 

____ composite meter 

_____ tenuto marking 

222 to play in a joking manner 

_____ a lowered third used in blues 

______ the fourth degree of a five-finger pattern 
____ a contemporary period composer 


a classical period composer 


UNIT 7 


MAJOR SCALES AND EASY PIECES WITH 
BLOCK-CHORD ACCOMPANIMENTS 


MAJOR SCALES 


G major scale 


This unit introduces pieces that go beyond the five-finger pattern—that is, pieces with an 
extended range—along with easy accompaniments to play and improvise. 

Most melodies and chords are based on some kind of scale system. A scale (from the 
Italian word scala, ladder) is a step-by-step series of tones in a specific pattern. In most 
scales, this pattern is a combination of whole steps and half steps. 

In the major scale, the pattern consists of eight tones with half steps between tones 
3 and 4 and between 7 and 8, and with whole steps between the other tones. 

For example, in the C major scale, the half steps occur between E and F and between 
B and C. 


1 1 1/2 1 1 1 1/2 


In all other major scales, it is necessary го use one ог more black keys (accidentals) го 
preserve the pattern of whole steps and half steps. 


D major scale 


Major Scales [279 


MAJOR SCALES IN TETRACHORD POSITION 


280 


The major scale may be divided into two tetrachords, each tetrachord consisting of two 
whole steps and one half step. A whole step separates the two tetrachords. 


C Major Scale in Tetrachords | | 


e Li ASA М / 
1 1 1/2 1 
l | 


The two tetrachords are divided into а /ower position tetrachord, played by the left hand, 
and an upper position tetrachord, played by the right hand. An easy way to start playing the 
major scales is by using four fingers (no thumbs) in each hand as the tetrachord position. 


upper position 


lower position 


The major scales in tetrachord position and their key signatures are shown next. Begin 
practicing the major scales using sharp keys in tetrachord positions starting with C major 
and continuing through Ck major. Notice that the upper tetrachord of the C major scale, 
С-А-В-<С, becomes the lower tetrachord of the G major scale. This progression of the 
upper tetrachord becoming the lower tetrachord of the next scale is continued throughout 
the major scales. Each new scale retains the sharp or sharps of the previous scale and adds 
one new sharp to the seventh degree. 


MAJOR SCALES AND EASY PIECES WITH BLOCK-CHORD ACCOMPANIMENTS 


Sharp Keys 


1 
9 E 0L —L—L т „| 
ON T n | I1 l| l| |] Ww © | 
VV Ж |" | D. De ue: | 


(continuted) 


Major Scales in Tetrachord Position [281 
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Next, begin practicing the major scales using flat keys in tetrachord position starting 
with C|, major and continuing through C major. Notice that, similar to scales using sharp 
keys, the upper tetrachord of the Ch major scale, Сі-А)-В-С), becomes the lower tetra- 
chord of the G|, major scale. This procedure is continued from one major scale to the next. 
Each new scale retains the flat ог flats of the previous scale and adds one new flat (when 
starting with С major and moving to Ch major) to the fourth degree. 


Flat Keys 


C la 
2 3 4 5 


Уу jJ | , к C — — Ц 
т ТЕР 
Z b Г РИ || реа 7 | 

Lm | HA pre — 


be Di 


5 4 3 2 
1 
ІН 


Yo Ж bg Ve” 


Major Scales in Tetrachord Position 


(continued) 
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MAJOR SCALES WITH FINGERINGS 
FOR BOTH HANDS TOGETHER 


The major scales with fingerings for both hands together and their key signatures are 
shown next. 


e Each sharp scale begins on the fifth degree of the preceding scale. 


• Each flat scale begins on the fourth degree of the preceding scale. 


PRACTICE STRATEGIES 


Practice playing the following warm-up scale preparation exercises: 


move thumb cross 3 
under 3 over thumb 


1. 
2. 
move thumb cross 3 
under 3 over thumb 
3. 
4. 


e Next, practice playing these scales, first with hands separately, then with hands together. 


° Ве sure to observe the fingerings provided. The five-finger pattern of any key is taken 
from the first five tones of the corresponding scale. Only the fingerings differ. 

° The places where both hands use the same finger numbers in the scales are bracketed 
to help you learn the correct fingerings more quickly. The keyboard diagrams give the 
location of scale tones and also help you to visualize the entire scale pattern at once. 


Major Scales with Fingerings for Both Hands Together [285 


SCALE STUDIES IN CLUSTERS on pages 290—291 provides helpful practice sug- 
gestions to learn the scale patterns and their specific fingerings more easily. 


Major Scales and Fingerings* 


А ы, 


*Major scales and their fingerings in two octaves are given in Appendix С, on pages 686-693. 
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Major Scales with Fingerings for Both Hands Together [287 


288 MAJOR SCALES AND EASY PIECES WITH BLOCK-CHORD ACCOMPANIMENTS 


á | : 
[-7 TD БА Е 
Ab рр —L—— 


Major Scales with Fingerings for Both Hands Together [289 


SCALE STUDIES IN CLUSTERS 


The major scales can be practiced in clusters to learn the scale patterns and their specific 
fingerings more easily. Using one hand at a time, block scales as illustrated below, moving 


from one group to the next in a continuous motion. 
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Тһе black-key scales —B (С), Ck (Db), and ЕЁ (Gb)—can be learned more readily when 
they are blocked. The black-key scales that follow should be practiced both ascending and 
descending, first with hands separately, and then with hands together. 

Note that each hand uses the same fingering: 


group of two black keys RH 


2 

3 
group of three black keys RH 2—3—4 

4-3-2 


gyi tinan | — — —1 [ 1 1 Il. 5 ] НЯ | 
— (—R—G palo. 
е | ______ 


Z „| ____ 1 ~ |] 
а 1 


PWN 


Scale studies in Clusters [291 


TRIADS ОМ MAJOR-SCALE DEGREES 


Triads, like other chords, can be constructed on every degree (tone) of the scale of any key, 
taking into account the sharps or flats in the key signature for that key. 


e Triads constructed on the first, fourth, and fifth degrees are major. 
• Triads constructed on the second, third, and sixth degrees are minor. 


• The triad constructed оп the seventh tone is diminished (see page 415). 


Study the triads constructed on the two scales that follow. 


Scale degree: Tonic Supertonic Mediant Subdominant Dominant  Submediant Leading Tone 
Letter name: C major D minor E minor F major G major A minor B diminished 
Roman numeral: I ii iii IV V vi vii? 


Letter name: D major E minor Ff minor G major A major B minor C# diminished 
Roman numeral: I ii ili IV V vi vii 


Each triad can be identified by its scale-degree пате, its letter-name chord symbol, or 
the roman numeral traditionally used to designate the scale degree. 


° Uppercase roman numerals are used for major triads. 


* Lowercase roman numerals are used for minor triads. 
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To identify triads and other chords by scale-degree names ог roman numerals, you must 
know the key of a piece. 


For example, if asked to play a dominant (V) chord in the key of C, you would play a 
G major triad. If asked to play a dominant (V) chord in the key of D, you would play an 
A major triad. 


PRACTICE STRATEGIES 


Play triads on each scale degree in the keys of C, F, and G. As you play the chord, give the 


scale degree and identify the chord by letter name. 


INTERVALS OF A SIXTH, SEVENTH, 
AND EIGHTH (OCTAVE) 


Intervals of a sixth, seventh, and eighth (octave) require an expansion or stretch of the hands. 


PRACTICE STRATEGIES 


Practice playing the following intervals, which are given both melodically and harmoni- 
cally in the key of C. First, practice hands separately, and then with both hands. 


Transpose to D and F major. 


Intervals of a Sixth, Seventh, and Eighth (Octave) [293 


EXTENDING THE FIVE-FINGER POSITION 


Melodies that extend beyond the five-finger position have certain fingering changes that 
differ from the fingerings of the five-finger position. Most of these changes will be one of 
the following four types: 


1. Extension: The fingers extend outside the five-finger position. 


4. Contraction: The fingers are contracted (brought closer together) within the five-finger 
position. 
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MOVING ALONG о. 117, No. 12 


Moving Along uses examples of crossing over and under in both hands. 


"n 


Cornelius Gurlitt (1820—1901)  TRACK84 TRACK 84 


Moderato 


Extending the Five-Finger Position [295 


THE STRAWBERRY ВОАМ 


The Strawberry Roan shows examples of contraction and extension of fingerings. In 
measure 12, contraction occurs in the right hand when the fourth finger moves to F so that 


the first three fingers are available to play the lower notes of the melody. 
h i x 


Cowboy Song ТВАСК85 TRACK 85 


Moderato 


Oh, that |straw-ber-ry 


man that gets 


• 
м 
| оде је НН BEI‘ — 
| Z p 00D * = 
“т 1 ] = 


Transpose to D and E major. 
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SIMPLE GIFTS 


Simple Gifts, Michael, Row the Boat Ashore, and Kum Ba Ya use extended fingering in 
the melody. 


Shaker Hymn — ТВАСК86 TRACK 86 


Transpose to F major. 


Extending the Five-Finger Position [297 


MICHAEL, ROW THE BOAT ASHORE = ` 
" 


Spiritual ^ TRACK87 TRACK 87 


Allegretto 


mf Mi - chael, the boat 


Transpose to Е} major. 


Alla breve e is a meter signature that indicates 


cut time (3). Count one for each half note. 


TAKE NOTE 
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КОМ ВА УА 
= 


Traditional TRACK88 — ТВАСК 88 


Moderato 


Transpose to D major. 


Extending the Five-Finger Position [299 


MARY ANN 


What kind of fingering is used in measure 6 of the melody? 


"n 


Calypso Song — TRACK89 ТВАСК89 


Allegretto 
$ G 


Ev - en lit - tle 
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SIXTEENTH NOTES АМО SIXTEENTH RESTS 


afi 4. 


Four sixteenth notes are equal to one quarter note. 


. i 2 А B . 1 quarter note. 
"PPP 


count 1 + 2 + 


One sixteenth note by itself is written with two flags. Groups of sixteenth notes аге 
often joined with a double beam. 


7177: 


А sixteenth rest (# ) represents a silence of the same length as the value of a sixteenth note. 


PRACTICE STRATEGIES 


Tap and count the following rhythmic exercises, which use sixteenth notes, with both 


hands as given. 


A 


count: 1 + 2 + 1 + 2 + 


count: 1 + 2 + 


Sixteenth Notes and Sixteenth Rests [301 


ff IIT cf T | 


=== 


КЕЕР IN THE MIDDLE 0F THE ROAD 


Keep in the Middle of the Road and Galway Piper use sixteenth notes in the melody. 
Examples of extension are used in measures 4 and 8. 


Ы х 


African American Spiritual тваскәо — ТВАСК 90 
Allegretto 


á — | 
m t _ = 
[2 89 E т. т. j j 1.1 1] _ | 


Transpose to F major. 
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In measures 3, 5, and 7, examples of fingers crossing occur in the right-hand part 
between the thumb and the second finger. 
Remember not to look down at the keys when making finger changes. 


THE GALWAY PIPER = a 
i 


Irish ТВАСКУТ ТВАСК91 


Allegretto 


Transpose to F major. 


THE DOTTED EIGHTH NOTE 


The dotted eighth note will have the same value as an eighth note tied to a sixteenth note. 


DMAIL AoA I 


A dotted eighth note will frequently be followed by a sixteenth note. 


count: 1 + 


The Dotted Eighth Note [303 


Another way of practicing this dotted-note rhythm 15 to count а fast four Гог the 
sixteenth-note groupings, with the sixteenth note occurring on four. 


4 di 2 
meinem 


count 1 2 3 4 1 2 3 4 
(1 + 2 + ) 


PRACTICE STRATEGIES “8 


Tap and count the following rhythmic exercises, which use the dotted eighth note followed 
by a sixteenth note, with both hands as given. 
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OH! SUSANNA 


Oh! Susanna uses the dotted eighth note followed by a sixteenth note. You will also find 


examples of extended and substitution fingering in the piece. 
hi | x 


Stephen Foster (1826-1864) 


TRACK 92 


TRACK 92 


Allegretto 
1 
2 • e = = e e e e 
e 9- e 
= ba — nn 
I came from Al - а -|ba - та with my |Рап - jo on ту 
mf It rained all night the |day I left, The |wea - ther it was 
Cd 
“` i i i 
1 
3 
5 
4 
= s 2 2 =. .° ° 
e •- e 
— —= = — 
knee, Im.. j|goin to Loui - я -| an- a, My. . [true love for to see. 
dry, _ The_ {sun so hot I [froze to death, Su -| зап - na, don't you | cry. 
_ 5. ве. : 
+ e 
—— 5 i i 
1 1 1 
2 2 2 
5 
9 p 
m (9 4 20) = 
4 e e s 
Й e e 
Oh! Su - |san - na, oh, dont you cry for me; For Im 
Ё É $ ee 
.# (2) 
x x — 7 
1 
2 
5 
13 
i e e e 
e e e e 
e- e d 
=== — | СС 
goin to Loui - si -|an - a, My. .—. |true love for to see. 
| e. e. o- o- * 
2.2 S 
1 1 1 
2 3 


Transpose to F major. 


The Dotted Eighth Note 


[305 


ROUND АМО ROUND 


Round and Round (a round, as its name suggests) uses crossing, extension, and substitution. 


Jobn Hilton (1599-1657) 


Lively 


з © 5 © 
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SCALE STUDY 


Examples of fingers crossing over and under are found in Scale Study and A Little Scale. 


|] Фу 


Carl Czerny (1791-1857) тваскөз — ТВАСК 93 


F. 15 4 7” | 
Ifa» NZ т ү | Lee 
ГУ [| — 


The Dotted Eighth Note [307 


А LITTLE SCALE = к 
i 


Daniel Gottlob Tiirk (1750-1813) tRAcK94 TRACK94 


Allegretto 


MUSICAL FORMS: AB AND ABA 


The word form refers to the architecture or structure of music. Two of the most common 

forms used in songs are two-part song form (sometimes referred to as binary or AB 

form) and three-part song form (sometimes referred to as ternary or ABA form). 
Two-part song form (AB form) is illustrated in Mexican Hat Dance. 


Section A A—phrase 1 
A'— variation of phrase 1 
A and A' repeated 


Section B B—contrasting phrase (introduces new material) 
B'—variation of contrasting phrase 
B and B' repeated 
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MEXICAN НАТ DANCE 


"Traditional ТВАСК95 TRACK95 


Allegretto 
Section A 2 3 


(continued) 


Musical Forms: AB and ABA |309 


Con moto 


Con moto is a tempo marking that means to play quickly, “with motion.” 


TAKE NOTE 
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IRISH WASHERWOMAN 


Three-part song form (АВА form) is illustrated in Irish Washerwoman. 


A—phrase 1 

A'—repeat of phrase 1 with some alteration 

B—contrasting phrase (introduces new material) 

A— phrase 1 (Da Capo section) 

A'—repeat of phrase 1 with some alteration (Da Capo section) 


Irish ТВАСК96  TRACK96 


Con moto 


Section A 
5 


Musical Forms: AB and ABA [311 


MELODIES WITH LETTER-NAME CHORD 
SYMBOLS FOR I, IVî, AND V$ CHORDS 


Play the following melodies which use letter-name chord symbols for the I, IV$, and V$ 
chord harmonizations. 


WHEN І COME BACK 


German 


LA CUCARACHA 
Mexican 
š 3 2 1 С C 
44 SEE “cossa 


G7B 3 2 1 СВ 3 2 1 G7B ОДА C 
dell == or». 
Е — P e 
Е г... р das? y = 2 ЕР = 
mf S 
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ROCK OF AGES 


Tbomas Hastings (1784—1872) 


Andante Е Е/С С C G//B C 


Bobemian 


Allegretto 


Г ыы РР мы T C — — —— i 


NOBODY KNOWS THE TROUBLE I'VE SEEN 


In “Nobody Knows the Trouble I’ve Seen,” the right- and left-hand parts overlap. Let the 
left hand play an incomplete chord (the root and third) while the right hand takes the fifth 
for the melody. 


Spiritual 


Andante 


Melodies with Letter-Name Chord Symbols for I, №8, and М? Chords [313 


CLASSIC MINIATURES 


TEASING 
"E 


Daniel Gottlob Tiirk (1750-1813) tracks? TRACK 97 


Andante 


GERMAN DANCE, NO 2 = ` 
" 


Franz Joseph Haydn (1732-1809) TRACK98 TRACK 98 


Allegretto 


5 5 
. P" jets e 3 ge 
РЧ > РЧ T e - 


# 
# 


s in] 


p 


mf 


| i 
9 2 7 


Di 


1 


e 3 

eo 
e 
e 
3 
5 
5 
TN e. ~ 2 
m 

1 
3 


ә – 
D 


E ~ 


# 
# 
# 
# 


t 
=== 


RAN 
лы 
RN 
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REPERTOIRE 


"n 


GERMAN DANCE 


1827) ТВАСК99 TRACK 99 


Ludwig van Beethoven (1770 


Allegro 


[315 


Repertoire 


IVIPROVISATION 
Pentatonic Improvisation 


PRACTICE DIRECTIONS 


1. For a “bagpipe” sound using the pentatonic scale, improvise by playing open fifths 
with che left hand іп g or ў meter. 

2. The open fifth Gh-D) seems to blend most easily with black-key melodies in this style. 

3. Play the open-fifth accompaniment in the lower register so the accompaniment will 
sound fuller. 

4. Ап even better bagpipe sound will result with the addition of a grace note figure to 
the open-fifth accompaniment, as below. А grace note (2) appears in smaller print, 
receives no note value, and is played quickly, almost together with the following note. 

5. Ап effective way to get a good bagpipe sound is to play all three left-hand notes (the 
grace note and open fifth) together, and then lift up the second finger quickly. 


Now improvise your own melodies over the open-fifth accompaniment. Look at some of 


the pieces in this book in 5 ог 3 meter to give you ideas [ог various melody rhythms. The 


next piece, Bagpiper’s Strut, is a good place to start. 
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BAGPIPER'S STRUT 


E. M. 
Moderato 
1 / 
а = esa —| 
[Z7 TD biz —— P j 

АБ г 

R9 4 9 | i = 


Pr I 


PRACTICE DIRECTIONS 


1. Fora “Western” sound, play one of the following ostinato accompaniment figures with 
the left hand. 


2. In the pentatonic scale, two positions of this accompaniment are possible. 


Improvisation [317 


CREATIVE MUSIC AND HARMIONIZATION 


1. The following two phrases extend beyond the five-finger position. Improvise matching 
phrases for each, using an extended range. Write the phrases on the staves provided, 
then add fingerings to the phrases and circle those that extend the range by using exten- 
sion, substitution, crossing, and contraction. Consider tempo, dynamics, and kinds of 


phrasing as well. 


Р 
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2. Improvise matching phrases in extended range for each of the following phrases and 
harmonize with I, IV 9, and V$ chords. Write the phrases, chords, and chord numbers 
on the staves provided. 


á 
Futa 
[^ © 


Creative Music and Harmonization [319 


SIGHTREADING STUDIES 


PRACTICE DIRECTIONS 


1. Determine the key of the study. 


2. Observe the meter signature, then quickly scan the example to look at rhythmic and 
melodic patterns and any harmonic patterns. 


Note changes of fingering where they occur. 
Observe all dynamic and expression markings. 


Look ahead in the music as you play. 


мк? 


Ве sure not to look down at the keys! 


Melodies in Parallel Motion 


Flowing 
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Moderato 


Sightreading Studies 


[321 


Accompanied Melodies 


Gracefully 
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Flowing 


Sightreading Studies [323 


Leisurely 


RHYTHMIC STUDIES 


Tap and count the following rhythmic exercises with both hands. 


ттт 


вфезрмгивраа 
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TECHNICAL STUDIES 


1. Play the following Hanon fingerbuilder exercise in various tempos. Alternate tempos 
by playing every other measure at twice the speed. This exercise can also be practiced 
legato, staccato, in various slur groupings, and with various changes of dynamics. 


FIVE-FINGER EXERCISE 


Charles-Louis Hanon (1819-1900) 


12435423 12435423 1 2 


542312 4 3 5423124 3 5 4 23 1 2 4 3 


— i —— —ə 
s a 


а ——— 
[МУ F Ø l 2 | | Ø Г (tia eee 


124 3 5 4 2 3 
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2. Practice the following two-octave scale in contrary motion in keys of your own choice. 


3. Practice the following exercise in keys of your own choice. Do not twist the wrists back 


and forth as you practice this study. 


5 
3 
1 e € l 3 
1 3 1 _ — T e? P eo ° 1 3 _ 3 
e Е 
€ e == 
ө = @ a lana! = e° = 
oe <> 
Ce) се-) 
E e e e | pem >= e e 
е e === p — 
1 = ? 9. ө ә © 1 5 3 
1 3 1 1 1 ә ә * 1 3 
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ENSEMBLES 
Student-Teacher Ensemble Pieces 


SUNSET* 


Student Dennis Alexander 


Moderately slow 


“Sunset” from Alfred’s Basic Adult Duet Book, Level 1 (#2227). Copyright © 1986. Reprinted with permission of Alfred Publishing Co., Inc.: 
www.alfred.com. 


*Student plays one octave higher than written when playing at one piano. 
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Accompaniment 


SUNSET 


Dennis Alexander 


Moderately slow 
1 e 9—. 9 . e eo be 
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CALICO RAG 


Student Dennis Alexander 


(may be performed one octave higher) 


Allegro moderato 


z Е £ e === = == == е 1 = 
f e o о 2 
uz : == 
ie "жайлап asan, == 
E: ^8 «a 
ы =P= e z e === == e Е === = z = 
Po. |. rar 
= { == =: 
и Ctrl ЕЕ НЕЕ 
7 Т“ ‚Р m y 
#5 ° = == 


@ 1988, Alfred Publishing Co., Inc. Used by permission. All rights reserved. 
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CALICO ВАб 


Accompaniment Dennis Alexander 


Allegro moderato 


b 
HFI i i i i i = 
| тј sempre staccato 
-- == ЕЕЕ = 
је “in 
«i. SSS Е ЕЕЕГ B 
| ! 
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Student Ensemble Pieces 


LULLABY 


Louis Kohler (1820-1886) 
Arranged by E. M. 


Andantino 


3—— = E BE €x RI 


4 
Гм ] —— = —— РЕ == [ | 1 l| | —— 
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SHE'LL ВЕ COMIN' ROUND THE MOUNTAIN 


Southern mountain song (Arr. E. M.) 


ia 5 2 


5 32 12 5 P da 
fio eo 
Piano 1 f 

о e === 

у = 1——5 

СЕ: Е Е ЕЕ ЕЕ Е ЕЕ Е Е. 
Piano 2 mf 


one тле 
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WORKSHEET REVIEW 


NAME 
DATE 
SCORE 


SHORT ANSWER 
1. Give the name of the sixth degree in each of the following major scales: 
FR ЕЛ EF 
G Bb В 
D ci А 


2. Write the correct ЕН fingering on the lines that appear above the staff and 
the correct LH fingering on the lines below the staff for the scales given. 


F Major 
e 
e 


B Major 
4 ds 
$ а e e | 
= ө i 
А} Major 
4 ә 5 Ф 
2 229 • e | 
А Мајог 


@ Oxford University Press 
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CONSTRUCTION 


3. Build the following major scales using letter names. 


4. Write a one-measure music example to illustrate each of the four types of 
fingerings: 


a. Extension 


b. Substitution 


c. Crossing 


ә: 


а. Contraction 


D 


© Oxford University Press 
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MATCHING 


Write the numbers from Column A to correspond to the given answers in Column B. 


COLUMN A 


1. 


15. 


16. 


mediant 


. con moto 

г 

. leading tone 

. submediant 

. ternary form 

. binary form 

. alla breve 

. crossing 

. supertonic 

. finger substitution 
. contraction 

. Ludwig van Beethoven 


. Stephen Foster 


177. 


extension 


@ Oxford University Press 


COLUMN B 


the fingers are brought closer together within the five-finger 


position 

name of the sixth degree of a major scale 

name of the second degree of a major scale 
name of the third degree of a major scale 

same value as one quarter note 

a meter signature that indicates cut time à 

the finger crosses over or under other fingers 
play with motion 

name of the seventh degree of a major scale 
same value as an eighth note tied to a sixteenth note 
a Classical period composer 

a Romantic period composer 

the fingers extend ourside the five-finger position 
two-part song form (AB) 


three-part song form (ABA) 


the fingers are changed on the repeat of the same tones 


[335 


This page intentionally left blank 


UNIT 8 


EASY PIECES USING VARIOUS 
ACCOMPANIMENT PATTERNS 


This unit introduces pieces that are largely in extended range and use a variety of easy 
accompaniment patterns to play and improvise. 


BROKEN-CHORD АССОМРАМИМЕМТ PATTERNS 


Practice the following broken-chord accompaniment patterns and substitute them in some 
of the pieces on pages 339—343. Choose previous pieces to use with these patterns from 
Units 1-9. The patterns use I, IV$, and V° chords and are in a variety of meters. For sim- 
plicity, all are notated in the key of F. Transpose to other keys as necessary. 

First, the basic pattern is shown in block-chord form: 


Broken-Chord Accompaniment Patterns [337 


2 Patterns 


л Patterns 


8 Patterns 
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FRANKIE АМО ЈОНММУ 


Play Frankie and Johnny with а block-chord accompaniment as given. 


|Ы х 


Traditional твАсК100 TRACK 100 


Moderato 


Oh, Lord-y, how they could 


but he done her wrong. 


Broken-Chord Accompaniment Patterns [339 


FRANKIE АМО ЈОНММУ 


Next, play the same melody using a broken-chord pattern in the accompaniment. 


Traditional tracki TRACK 101 


Moderato 


Oh, Lord-y, how they could 
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VIVE LA COMPAGNIE 


Practice the broken-chord accompaniment in Vive la Compagnie before playing the piece 
as written. 


French TRACK102 TRACK 102 


Vivace 
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WALTZ PATTERN 


The next two pieces, Dz, du liegst mir im Herzen and Му Hat, It Has Three Corners, use the 
waltz pattern, a broken-chord accompaniment in which the first beat is stressed and the 
second and third beats are played staccato. Think of playing down on the key for beat 1, 
and playing zp on the keys for the other two beats (oom-pah-pah). 


down up up down up up down up up down up up 


Тт POP та FF 4 
r a ке 


DU, DU LIEGST MIR IM HERZEN 


The small arrow in the left-hand part of measure 6 in Du, du liegst mir im Herzen indicates 


a jump down to the note C. 
k: i x 


German  TRACK103 TRACK 103 


Moderato 
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МУ НАТ, IT HAS THREE СОВМЕВ$ 


Practice this pattern before playing My Hat, It Has Three Corners. 


German ТВАСК104 TRACK104 


Spirited 


*Take both notes with the left-hand thumb. 


Waltz Pattern [343 


ARPEGGIO АССОМРАММЕМТ РАТТЕВМ5 


An arpeggio is а chord in which every note is played separately, one after the other. Ргас- 
tice the following arpeggio patterns in the same way as described on page 337 for broken- 
chord patterns. 

Play some of the earlier pieces studied in Units 1—5 as well as some of the melodies in 
Unit 12, using various arpeggio accompaniments as given on this and the next page. 


3 Patterns 


3 Patterns 


5 3 1 3 1 3 521212 5 2121 2 


344| EASY PIECES USING VARIOUS ACCOMPANIMENT PATTERNS 


4 Patterns 


8 Patterns 


Arpeggio Accompaniment Patterns [345 


ON ТОР OF OLD SMOKY 


In On Top of Old Smoky, the left-hand accompaniment is made up of arpeggio figures 
based on the I, IVî, and VÊ chords. Practice playing the left-hand accompaniment as block 
chords while you hum the melody. Then break the chords into arpeggios as shown below. 
Notice that the first four notes of the melody form an arpeggio of the C major chord. 


I 


Traditional твАСК105 TRACK 105 


Moderato 


pum M em ñ 7 


—— г тт 
|і ,-БРД|,.--Рғ |,--.2ғ 1” 


Transpose to D major. 


Next, play On Тор of Old Smoky using a waltz pattern in the left-hand accompaniment. 
Remember, the first beat is stressed and the second and third beats are played staccato. 
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BARCAROLLE 


Practice the arpeggio accompaniment in Barcarolle in the same way that you did for Old 


Smoky. 
hi i x 


Jacques Offenbach (1819-1880)  TRACK106 TRACK 106 


Moderato 


Transpose to A major. 
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GAÎTÉ PARISIENNE 


Another form ofthe arpeggio accompaniment is found in Gaîté Parisienne. First, try playing 
the melody with blocked chords throughout, then play the given accompaniment pattern 
while humming the melody. Finally, play the piece as written. 


Ы х 


Jacques Offenbach (1819-1880) твАСК107 TRACK 107 
Allegretto 


ALBERTI BASS 


The Alberti bass is an accompaniment pattern using a repeated arpeggio figure 
arranged with 


• the lowest tone first, 
° followed by the highest tone, 
* then the middle tone, 


° then a repeat of the highest tone. 
Tt is named after the “Galant” composer Domenico Alberti who bridged the baroque 


and classical eras, and who frequently used this kind of accompaniment in his music, as 
did later classical composers. 
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Sempre staccato means “always staccato.” Note that staccato dots аге иппес- 
essary with this instruction. 


TAKE NOTE 


AH, VOUS DIRAI-JE, MAMAN? (42, Shall 1 Tell You, Mama?) 


Ah, Vous dirai-je, Maman? uses an Alberti bass. 


French TRACK 108 TRACK 108 


Allegretto 


-i KF 
5131 5121 5 


[e | IN" {| | = 
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SYNCOPATION 


Syncopation is a rhythmic effect in which the stress is placed on the off-beats (weak beats) 
of the measure. 
For example: 


dd . 12222. 


Play the following etudes, which use syncopated rhythm in their melodies. Then transpose 
these etudes to other major keys of your choice. 


ETUDES IN SYNCOPATED RHYTHM 


Study 1 
Moderato 


Study 2 
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APPLE STREET RAG 


Apple Street Rag, written in ragtime style, has a syncopated melody against a steady 
left-hand “oom-pah” bass accompaniment which occurs on the beat, thereby creating a 
“ragged” effect. Ragtime was the most prevalent style of jazz piano playing at the turn of 
the twentieth century. The most famous ragtime composer of that period is Scott Joplin. 


ых 


Elyse Mach tRACK109 TRACK 109 
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THE ENTERTAINER 


In The Entertainer, the right-hand melody uses syncopation by placing a longer note value 
on a weak beat (the second half of beat 1), so that the weak beat is stressed. 


ths 24 Jd 


count 1 + 2 + 3+4 + 


The Entertainer also has a first ending and a second ending indicated by the marks 
shown below, first discussed on page 172. 

Before playing the piece as written, block the broken-chord accompaniment in the 
left hand. 


Ы * 


Scott Joplin (1868—1917) твасктю TRACK 110 
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Зупсора оп [353 


THE DAMPER PEDAL 


As discussed in Unit 3, the damper pedal is the pedal farthest to the right. It is used to 
obtain more resonance and to connect and sustain tones that require legato playing. It 
works by releasing the felt dampers from the strings and allowing the strings to continue 
vibrating freely. 

Push the pedal down with the right foot, hold as indicated by the markings below, and 
then release. Remember to keep your heel on the floor while pedaling. 


down up 


Other standard markings: 


down up-down down up down up 


Direct Pedaling 


Depress the damper pedal simultaneously with the chord, as indicated by the markings 
above. Release the pedal on one of the following beats. This type of pedaling is used pri- 
marily for resonance and to achieve a stronger feeling of legato. No attempt is made to bind 
all harmonies together. 


PEDAL STUDIES 


Using direct pedaling, practice playing triads on the white keys only: 
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THE HIGHLANDS 


The Highlands and Lady Moon use direct реда па.“ Practice lifting the hands at the end of 


each phrase along with the pedal lifts. 
hi | ` 


Е. M. твАСК111 TRACK111 


Allegretto 


13 
D.C. al Fine 


— 
ашин 
© = E —= 
ee с) е "284 p 
e HP” e—a 
L НЕ 1 


*Other pieces that use direct pedaling are Evening Tide in Unit 3, on page 99 and Aaron’s Song in Unit 4, on page 160. 
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LADY МООМ 
НИЗ 


Lynn Freeman Olson (1938—1987) тваски2 TRACK 112 


Gently 


3 
gva_] 
4 
2 5 
| | | | | 
= < 
: = = = 2 
7 3 
8” | 
7 3 ———. 
2 2 te > 
5 - { = i 
fe . 
3 
: = = te 1 = 2 
ўе (8$ 
gra | 
10 3 
2 4 fe 
- = ји I = 
je 1% 
. = 8% ный 1 
| rit. te te 
- = i ze - = ¿ 
5 Selva 3 3 
gua | 


Lady Moon by Lynn Freeman Olson. Copyright © 1983 by Carl Fischer, Inc. All Rights Assigned to Carl Fischer, LLC. International 
Copyright Secured. All rights reserved. Reprinted with permission. 
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OTHER АССОМРАМИМЕМТ PATTERNS 
Ostinato Accompaniment 


An ostinato pattern is a constantly recurring figure usually found in the bass. 


HE'S GOT THE WHOLE WORLD IN HIS HANDS 


Не’5 Got the Whole World in His Hands uses an ostinato pattern called a walking bass. 
Notice how the four tones of the walking bass move either up or down scalewise, beginning 
or ending with the root of the appropriate chord. 


| НИЗ 


Spiritual RACK113 TRACK 113 


With spirit 


hands, He’s got 


in His hands, He's got the 


hands, He's got 


Drum Roll Accompaniment 


To play the drum roll accompaniment, place the left thumb, second, third, and fourth 
fingers on the keys and roll the whole hand quickly to the right. 


BATTLE HYMN OF THE REPUBLIC = ` 
i 


William Steffe ТВАСК114 TRACK 114 


March tempo 


eyes have seen the glo - ry of com - ing of the Lord; Не 


tramp - ling out the vin - tage where the grapes of wrath аге stored; Не hath 


ter - ri- ble swift sword, 
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truth is march-ing 


3 1 3 1 2 3 4 
ОИ ГСК pes -ө- 
А T | 
Do НЕ | т Бе | _=~ ____"_| ш, т l 4 ! ООО 
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CLASSIC MINIATURES 


SCOTCH DANCE 
ki * 


Friedrich Kuhlau (1786-1832) tRAcK115 TRACK 115 


Allegro tranquillo 


360] EASY PIECES USING VARIOUS ACCOMPANIMENT PATTERNS 


A LITTLE RONDO 


A rondo contains an initial A section that is repeated in alternation with contrasing sections: 


A-B-A-C-A-D-A and so on. 
k | ` 


Daniel Gottlob Tiirk (1750-1813) твАск116 TRACK 116 


Allegretto 
3 
> % е e e e 
e) 
mp 
: e e g g e e 
> 
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pu 
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REPERTOIRE 


ECOSSAISE IN С MAJOR 


An écossaise is a lively English country dance in л time that was popular їп the eighteenth 


and nineteenth centuries. 
L 1 ` 


Franz Schubert (1797—1828) tRAcK117 TRACK 117 


Allegretto > ee 3 
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IVIPROVISATION 
Pentatonic Improvisation 


PRACTICE DIRECTIONS 


1. Fora “Western” sound, play one of the following ostinato accompaniment figures with 
the left hand. 


Improvise your own melodies over one of these Western accompaniments. Play Goin’ 
West to give yourself some ideas. 


Improvisation [363 


GOIN'WEST 
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Tango Improvisation 


TANGO DREAM 


The tango (from the Latin word tango, meaning “touch”) is a partner dance that originated 
in South America in the early twentieth century. Is is usually written in " or 1 time and 
characterized by marked rhythms and abrupt pauses. 

Using the G major five-finger pattern —G-A-B-C-D—improvise melodies with the right 
hand то the accompaniment provided which should be played by your instructor. 


Jeff Kowalkowski 


Moderato 


Сана IH 522222202222 


va 
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CREATIVE MUSIC AND HARMONIZATION 


1. Play the following melody with the Alberti bass pattern (a), then with the extended- 
arpeggio pattern (b). 


= лон 
лон 


[11072 _______ 
[Пл 
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3. Ада the indicated accompaniment pattern to the melody below. First play the melody 
with the waltz pattern (a), then with the arpeggio pattern (b). 


Creative Music and Harmonization [367 


SIGHTREADING STUDIES 


PRACTICE DIRECTIONS 


1. Determine the key of the study. 


2. Observe the meter signature, then quickly scan the example to look at rhythmic and 
melodic patterns and any harmonic patterns. 


Note changes of fingering where they occur. 
Observe all dynamic and expression markings. 


Look ahead in the music as you play. 


мк? 


Ве sure not to look down at the keys! 


v ce 


2. 
Allegretto 
4 3 
j 2 6 2 о e E 
nl 
mf 
2% 
| : 9j e = e = = = e 
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Andante 


mp 
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RHYTHMIC STUDIES 


Tap and count the following rhythmic exercises with both hands. 


LIE 
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TECHNICAL STUDIES 


1. FINGER BUILDER EXERCISE 


Practice the following fingerbuilder exercise in the keys of C and G. 


Friedrich Wieck (1785-1873) 


Continue up through 
the rest of the scale. 


Continue down through 
the rest of the scale. 


2. FINGER STRENGTHENING EXERCISE 


The romantic composer and pianist Franz Liszt wrote the finger-strengthening exercise 
below specifically for one of his young piano students. 

Practice this exercise with both hands in the keys of C, G, and F. Play the left-hand part 
one octave below what is written. 


Franz Liszt (1811-1886) 


Continue up 
through the rest of 
э» the scale. 
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ENSEMBLES 


Student-Teacher Ensemble Pieces 


RONDEAU 


(The PBS “Masterpiece Theatre” theme) (excerpt) 


from First Suite, first movement 


Jean Joseph Mouret (1682—1738) 
Arranged by Weekley and Arganbright 


Student 
Allegro maestoso 4 3 2 
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Student 
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CASEY JONES 


American railroad ballad 


Student arr. Pauline Hall 
Steadily 5 
e e е © | 
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Ensembles [375 


CASEY JONES 


| American railroad ballad 
Accompaniment arr. Pauline Hall 


Steadily 
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“Casey Jones" arranged by Pauline Hall Кот ‘American Railroad Ballad’ © Oxford University Press 2005. Reproduced by Permission. 
АП Rights Reserved. 
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Student Ensemble Pieces 


HELLO, MA' BABY 


Music by Joseph E. Howard (1878—1961) 
Words by Ida Emerson 


Allegretto 
5-4 


Hel-lo, 


ma’ ba - by, Hel-lo, 


Hel-lo, 


ma’ hon - ey. 


Piano 1 my rag - time 


Ba-by, my heart's 


а 3 1 4 2 
к h. N ~ 
(6 Б к Г] |; |) Г) 


If you re-fuse те, | Ноп-еу, you’lllose me, | Thenyou'll be left а -|lone, Oh! ba - by, 


e): > e š e Ме | о 
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— git sp sd, 
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== 
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HELLO, MA' BABY 


Music by Joseph E. Hus Li 0 


ata "zm upra 
tan e 


n = = 
ple 
eta tae =:=======. 
m 


Piano 2 


MISSA RAMGOAT 


Jamaican Folk Song 
Arr. Barbara Kirby-Mason 
Cheerfully 
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MISSA RAMGOAT 


Jamaican Folk Song 
Arr. Barbara Kirby-Mason 


Cheerfully 


‘Missa Ramgoat’ arranged by Barbara Kirkby-Mason from ‘Jamaican folk-songs (Piano Duet)’ © Oxford University Press 1970. 
Reproduced by permission. All rights reserved. 
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WORKSHEET REVIEW 


NAME 
DATE 
SCORE 


SHORT ANSWER 


Provide the meter signatures within the music examples and on the lines given for the following accom- 
paniment pattern styles: 


1 ЭЭ? | 4 2—— ЕЕ 


g 
Qe 
л 
Q = 


5 1 3 1 5 1 
3 
5): e Е e =): обоего 
3. 2 2 | 6. p = = | 
5 3 1 3 5 3 1 3 1 3 


CONSTRUCTION 


7. Write a one-measure example to illustrate each of the following 
accompaniment pattern styles listed. Use the tonic (1) chord of F major for 
each of your examples. Be sure to observe the meter signatures given. 


a. arpeggio pattern 258 | 


b. Alberti bass pattern 9-5 | 


c. waltz pattern 253 | 


d. ма па bass pattern DI 4 | 
> 


8. Construct а two measure rhythmic example that contains syncopation 
using а meter signature of your choice. 


@ Oxford University Press 
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MATCHING 


Write the numbers from Column A to correspond to the given answers in Column B. 


COLUMN A 


12. 


13. 


@ Oxford University Press 


. sempre staccato 
. con moto 

. sempre 

. ostinato pattern 
22 

. ба. * 

. écossaise 

. rondo 

. syncopation 

. Scott Joplin 

. Friedrich Kuhlau 
Franz Liszt 


tango 


COLUMN B 


a constantly recurring pattern 


always staccato 


play with motion 


always 


stressing the offbeats in the measure 


A-B-A-C-A-D-A 


a grace note 


Classical period composer 


Romantic period composer 


Twentieth century composer 


depressing the damper pedal simultaneously with the chord 
a partner dance originating in South America 


a lively country dance in 


3 
4 


time 
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UNIT 9 


SECONDARY CHORDS AND 
CHORD INVERSIONS OF TRIADS 
AND SEVENTH CHORDS 


SECONDARY CHORDS 


This unit introduces secondary chords, melodic lines with intervals, chord inversions of 
triads and seventh chords, and augmented and diminished triads. 

The primary chords, I, IV, and V, have been used in blues improvisation and in a 
be used to accompany melodic lines. They are often referred to as substitute chords for I, 
IV, and V. 


The ii Chord (Supertonic) 


The ii chord (supertonic) is a minor triad constructed on the second degree of the 
major scale. It is sometimes substituted for the IV chord, since the chords have two tones 
in common. 


supertonic 


Secondary Chords 


[385 


Note that the letter пате of the и chord is taken from the root of the chord. 


G F 
; ii Š ii 
Am Gm 


Practice playing the following chord progressions, using the ii chord in all major keys, 
noting common tones in the movement from one chord to the next. 
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4 4 4 
2 3 3 3 2 3 3 + 
1 1 1 
[^ eZ 
e e 
= =: ==: 
| e 
1 1 1 1 1 1 
3 2 3 2 3 
5 5 5 5 5 
I IVI ii VE I I ii Vv’ I 


Transpose Examples 1 and 2 to G major, D major, F major, and A major. 


The iii Chord (Mediant) 


The iii chord (mediant) is a minor triad constructed on the third degree of the major 
scale. It is sometimes substituted for the V chord since the chords have two tones in 
common. 


iii iii V 
mediant 


Again, note that the letter name of the 11 chord is taken from the root of the chord. 


G F 


Hi iii 
Bm Am 
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Practice playing the following chord progressions using the iii chord in all major keys, 
again noting common tones in the movement from one chord to the next. 


Key of C Major 


2 
[о > Л 7 02 БЕНЕН БЕН 


Transpose Examples 1 апа 2 to G major, D major, F major, and А major. 


The vi Chord (Submediant) 


The vi chord (submediant) is a minor triad constructed on the sixth degree of the major 
scale. It is sometimes substituted for the I chord since the chords have two tones in 
common. 


submediant 


Again, note that the letter name of the vi chord is taken from the root of the chord. 


G F 
vi vi 
Em Dm 


*Seventh chords and their inversions are discussed on p. 400. 
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Practice playing the following chord progressions using the vi chord in selected keys, 
again noting common tones in the movement from one chord to the next. 


Key of C Major 


I vi IV v? I 


Transpose Examples 1, 2, and 3 to G major, D major, F major, and А major. 


388| SECONDARY CHORDS AND CHORD INVERSIONS OF TRIADS AND SEVENTH CHORDS 


EVERY NIGHT WHEN THE SUN GOES DOWN 


Before playing Every Night When the Sun Goes Down, study the triads that make up the 
accompaniment pattern. Give the letter names (С, Dm, etc.) of the triads used т this piece. 


1 


American TRACK118 TRACK 118 


Allegretto 


1 


ГУ ----- ПЕНА 
т —=— 

TAN gy 
КГ] EK 1 || | о _______|р | ө 
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STARS OF THE HEAVENS (Las estrellitas del cielo) 


Stars of the Heavens uses the supertonic (ii) and the mediant (iii) chords in the 
accompaniment. 


Mexican Folk Song TRACK119 TRACK 119 


Andante 
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SHIPS АНОУ 


Ships Аћоу uses the mediant (iii) chord in the accompaniment. 


Е. M. твАСК 120 TRACK 120 


Allegro 


OREGANO ROCK 


Oregano Rock uses the supertonic (ii) and mediant (iii) chords in the right-hand part. 
Practice the triads below as a warm-up for this piece. 


Spiritedly E. М. твАСК121 TRACK 121 
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REPERTOIRE 


SCHERZO у» 24 Pieces for Children Op. 39, No. 12 


What secondary chords are used in this piece? 
Practice the triads that appear in both the right- and left-hand parts blocked, in studying 
this piece. 


ых 


Dmitri Kabalevsky (1904—1987) тваск122 TRACK 122 
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INTERVALS WITHIN THE SCALE 


The intervals formed between the tonic and the other degrees of the major scale are illus- 
trated below. 


perfect major major perfect perfect major major perfect 
unison second third fourth fifth sixth seventh octave 
P1 M2 M3 P4 Р5 M6 M7 P8 

LUI 

= а ! 

О Perfect intervals: unison, fourth, fifth, octave 

> Major intervals: second, third, sixth, seventh 

LUI 

< 

= 


А perfect interval becomes diminished when the top tone 15 lowered a half step, ог 
when the bottom tone is raised a half step. 


А major interval becomes minor when the top tone is lowered a half step, or when the 
bottom tone is raised a half step. 
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А major ог perfect interval becomes augmented when the top tone is raised а half step. 


Interval Diagram 


Augmented Augmented 
Major Perfect 
Minor Diminished 


PRACTICE STRATEGIES 


Practice building and playing melodic and harmonic intervals in various major keys of 
your choice. Name each interval. 
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MELODIC LINES WITH INTERVALS 


Melodies using various intervals harmonically appear on the following pages. 


Seconds 


In Š time, there are eight beats to the measure 


with the eighth note receiving one beat. 


TAKE NOTE 


THE CHASE 


The Chase uses harmonic and melodic major seconds (a whole step apart) throughout the 
right hand. 


whole step whole step whole step whole step 


Notice that the right hand “chases” the left at the distance of a minor second (one half 
step) throughout. 

The Chase is bitonal, which means that it is in two different keys simultaneously. The 
left hand is pentatonic, using only the five black keys, spelled here with sharps instead of 
flats. The right hand uses only the white keys in the five-finger pattern of C major. Note 
that a beam connects the eighth note in the left hand to the eighth note in the right hand. 


I 


As fast as possible Stan Applebaum _ ТВАСК123 TRACK 123 
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Copyright © 1974, Jodi Music Company. Used by permission. 
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Thirds 


CAROL OF THE ОВОМ “The Little Drummer Boy” 


Practice the following preparatory exercise containing thirds before playing Carol ofthe Drum. 


Words and Music by Katherine К. Davis ТВАСК124 TRACK 124 
(1892-1980) 


Moderato 1 
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the King! Ра - 


© 1941 (Renewed) EMI MILLS MUIC, INC. АП Rights Controlled and Administered by EMI MILLS MUSIC, INC. and ALFRED 
PUBLISHING CO., INC. All Rights Reserved. Used by Permission of ALFRED MUSIC. 
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Thirds and Fourths 


SATURDAY SMILE 


Saturday Smile uses major and minor thirds along with perfect and augmented fourths 
throughout, as illustrated in the following preparatory exercise. 


Lynn Freeman Olson (1938—1987) твАск125 TRACK 125 


Casually 


From HILLEY/OLSON. Piano for the Developing Musician, 6E. @ 2006 Wadsworth, a part of Cengage Learning, Inc. Reproduced by 


permission. www.cengage.com/permissions. 
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REPERTOIRE 


PERPETUAL MOTION 


Perpetual Motion uses harmonic intervals of a second, third, fourth, fifth, sixth, and octave. 
The “perpetual motion” sets up a strong and constant feel of beat without interruption. 


ых 


Elyse Mach track 126 TRACK 126 


Allegro 
3 


a Sp ses 


2 2 


1 
5 


Repertoire [401 


CHORD INVERSIONS 


As discussed in Unit 6, a chord is inverted when a chord tone other than the root is in 
the bass. 

Triads may be inverted twice. 

When the third of the chord is in the bass, the chord is in first inversion. 

When the fifth of the chord is in the bass, the chord is in second inversion. 


triads 


root first second 
position inversion inversion 


Seventh chords have three inversions: 


dominant seventh chords 


root first second third 
position inversion inversion inversion 


The numbers beneath the chords below represent the intervals that make up the chord, 
counting from the bottom note to the notes above. 

For example, in the first inversion of the C major triad, the CV $, E to С is an interval 
of a sixth and E to G is an interval of a third. 


triads dominant seventh chords 


6 6 
5 6 “€ 


root (or C6) root (or 6) (ог 3) (or 2) 
position position 
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Chord Inversions: Blocked and Arpeggiated 


using correct fingerings. First play them blocked and then arpeggiated as illustrated 


Practice playing major chords in root position and in their inverted positions in all keys, 
below. They may also be played arpeggiated first and then blocked. Then play the chords 


in minor. 


Root Position 


First Inversion 


Second Inversion 
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Chord Inversions 


Root Position 


Next, practice playing chord inversions in all keys, using correct fingerings, first with 
hands separately and then together. The inversions for the C, G, and D chords are given 
below. Continue in the order of the circle of fifths (see the inside-front cover) for the 
remaining keys. The circle of fifths is a convenient tool for memorizing key signatures. 
Read it clockwise for the sharp keys. Starting from C and moving by fifths, each new key 
adds one more sharp to the key signature. 

Read it counterclockwise for the flat keys. Starting from C and moving by fourths, 
each new key adds one more flat. 
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Triads аге built in thirds. However, when а triad is inverted and there is ап interval of 
a fourth, the top of those two tones is the root of the triad. Identify and play the following 


major triads, using the chord symbols as illustrated: 


Grazioso means graceful. 


3LON 3DIVL 
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Chord Inversions 


STEEPLECHASE ( from Opus 117) 


Practice the inverted triads in the right-hand part of Steep/echase before playing the piece. 


Cornelius Gurlitt (1820-1901) тваск127 TRACK127 


Grazioso 
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ТАКЕ МОТЕ 


Hemiola is a rhythmic device that shifts 
stresses from groups of two to 
groups of three, and vice versa. 


TRIADS ON THE RUN = 
i 


Allegro E. М. TRACK128 TRACK 128 


e 
e 
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HUNTING HORNS 
Ни 


Theodore Oesten (1813—1870) твАск129 TRACK 129 


Allegretto 

4 5 3 

=— SS 7 

——— ——— f 

© 26 
/ 5 
e 
3 1 3 5 


2nd time rit. 


ж. 
ста 


3 
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THE ОАМРЕВ PEDAL (INDIRECT PEDALING) 


Indirect or legato pedaling is used to obtain a very smooth connection of tones. This is 
created by depressing the damper pedal immediately after sounding the chord. As you play 
each subsequent chord, release the pedal quickly, then depress it immediately once again. 


Pedal Studies 


Using indirect pedaling, practice playing triads on the white keys only. 


The Damper Pedal (Indirect Pedaling) |409 


BIG BEN 


The right-hand part of Big Ben uses inverted triads throughout. Be sure to observe the 


Ы х 


Arr. by E. М. твАсК130 TRACK 130 


legato реда! markings. 


TWILIGHT 


Twilight and In Church use indirect pedaling throughout. Be sure to carefully observe the 


pedal markings. 
k: | ` 


Lynn Freeman Olson (1938—1987) тваскіз! TRACK 131 


TEE — 4] — — — —is ií rJ ЕН 
l С үү «9 . 0 l 2e 3 5 1 L5 0] 727.9 3. 5 1l] <7• o ore 3 8GDL]]ee | 
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LI | | ____________ 
| C | „е т 


From HILLEY/OLSON. Piano for Pleasure, 4E. © 2002 Wadsworth, a part of Cengage Learning, Inc. Reproduced by permission. 


www.cengage.com/permissions. 
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НУММ STYLE 


IN CHURCH 


In hymn style, the melody is harmonized with chords divided between two hands. In 
Church and Prelude are written in hymn style. 
Play these hymns with indirect pedaling, aiming for a perfectly smooth connection 


between the chords. 
hi | x 


Jane Smisor Bastien ТВАСК132 TRACK 132 


Andante 
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о сл 
A 


From Older Beginner Piano Course, Level 2, by James Bastien. Copyright © 1978 Neil A. Kjos Music Company, San Diego, California. 
International copyright secured. All rights reserved. Reprinted with permission 2014. 
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PRELUDE 


Ludvig Schytte (1848—1909) TRACK133 TRACK 133 
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AUGMENTED AND DIMINISHED TRIADS 


Ап augmented triad is formed by raising the fifth tone of a major triad one half step. 
А diminished triad is formed by lowering the third and fifth tones of a major triad 
one half step. 


G major G augmented G major G diminished 
chord symbol: G GT or G aug. G° or G dim. 


PRACTICE STRATEGIES 


Practice playing the four kinds of triads—major, augmented, minor, and diminished— 
using the following pattern in major keys of your choice. Practice with hands separately 
and then hands together. 


OA 07 tap о > ге’ 
K 0 | 


| fe Kk 072 ij 
Zh] 0 ___ {li 
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THEME FROM SYMPHONY МО. 9 (“From the New World”) 


Ы х 


Antonin Dvořák (1841-1904) твАСК 134 TRACK 134 


Marziale means їо play іп the style of a тагсћ. 


TAKE NOTE 
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A NEW FANFARE 


Identify the various triads and their inversions in this piece. 


Ы х 


Moderato marziale Е. М.  rRACK135 TRACK 135 
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CLASSIC MINIATURES 


STUDY о) 101, No. 62 = a 
" 


Ferdinand Beyer (1803-1863)  TRACK136 TRACK 136 


Allegro moderato фм-------------- J ЕЕ | 
1 1 L S d ne! 

2 e ы z e le e = 8 : 

J = =s 
o 1 1 о = i i 
: 5 3 
| зы 8 Ме Т. 771 
e е e L 7 


Allegro moderato 


DANCE о» 108, No. 1 = ` 
i 


Ludwig Schytte (1848—1909) TRACK137 TRACK 137 
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REPERTOIRE 


ETUDE 


Cornelius Gurlitt (1820—1901) тваск 138 TRACK138 


Repertoire [419 


Ped. simile means to реда in the same manner as previously marked. 


= 

О A triplet is a group of three notes played in the same time as two notes of the 
> same value. The triplet figure has а slur апа а 3 either above ог below it. 

Lu 

Ш ...-.. 

< E 

- x 


IMPROVISATION 
12-Bar Blues Improvisation 


Practice playing the 12-bar blues in various keys, using rhythms such as a dotted eighth 
note followed by a sixteenth note, and with or without a ¢riplet figure containing the 
blue note. 

After playing Step Along Blues, which uses a triplet figure, improvise melodies using the 
same dotted-note combination along with triplet figures. 

To get the right rhythm for the triplet figure, chant “step-a-long” as you play each triplet 
in the piece. 


STEP ALONG BLUES 


step-a-long step -a-long 
1 2 3 2 35 


— e° gtghbgie 
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SCALING THE BLUES 


Next, improvise melodies that extend the five-finger pattern. Let's begin with a scale аз the 
melody. In Scaling the Blues, the major scales of C, F, and G are used. 
Also try playing Scaling the Blues with a dotted rhythm for the scale melody: 


Improvisation [421 


You can improvise а boogie-woogie pattern by using the 


° Бачс triad of the accompaniment (tones 1, 3, 5) 


° plus the sixth tone 


• plus the seventh tone lowered by one half step. 


If you add the lowered seventh tone to the accompaniment as well, you will have a V’ 
(dominant seventh) chord. 


BOOGIE-WOOGIE BLUES 


Play Boogie-Woogie Blues. Notice that the bracketed top tone of the dominant seventh 
chord is optional throughout. 


658 
РЦ 
|| 


| 
| 


— — |  ....x iim... — | Ú || | e | = 
| Je (9 __„_ | I| | | | mj T | T | г 1 | РР РТ РЕ у 
ГБ J T || ___ | eee e РРР A4 _____ | | т j а] 
-______ 22" “— ЛИ“ I | [Tg or" OP s |i |} [gag 007 Ғе 1 | eo ”’ Фа |] 


— ——— 
*Frequently played ( = = ). 
> 
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Next, try reversing the parts so that the right hand plays the boogie-woogie pattern 
while the left hand plays the chords. 


ж и j| | | мы |і v | | | т -—em J 1 Ч| 


1 
2 
3 
5 


Finally, start improvising your own melodies with different rhythmic patterns, using the 
boogie-woogie pattern as a starting point. 


Improvisation 423 


Ostinato Accompaniment Patterns 
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An ostinato pattern with a minor ii chord is effective for improvising blues melodies. 
Note the interval of a diminished seventh (dim. 7) in the second chord. 


dim. 7 


202 
Е z2 | 
‹ б! 


1 1 
3 2 3 2 
5 5 5 5 
M 6 
I ii V5 


After practicing the accompaniment pattern, play Step Around Blues. Then improvise 
your own melodies using this accompaniment pattern. 
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ОМЕВ EASY BLUES 


There are many kinds of ostinato accompaniment patterns that are effective for blues 
improvisation. Over Easy Blues uses an ostinato pattern with |, vi®, and a V? chord borrowed 
from another key. When moving from the vi? то the V’, repeat the two bottom tones in the 
left hand and move the thumb tone up a half step. 


~ | P_i m р т 
|» (9 | p ЖЕН ЖИЫН | ` PF е е Цр 
Ё e _> p | | | ___ L . "_|____"___"_____ 1 

i i il ME 


1 1 1 1 1 1 1 

3 3 3 3 3 3 3 3 3 

5 5 5 5 5 5 5 5 5 

C I vb v? F I vb v G I vi V 
(borrowed (borrowed (borrowed 
from F) from Bb) from C) 


After practicing the accompaniment pattern, play Over Easy Blues. Then improvise your 
own melodies, using this accompaniment pattern and some of the suggested patterns on 
page 424. 


—— _ _.__|4 C И Р С ЛИ | 
(64 _________ ге |» |] | OG | | |— Á| | Lh, al | | — 3 h P oT l| l.] 
[|N + 124 үү [ 1 р 4 
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STEP AROUND BLUES 


Improvisation |427 


Blues Scale 


Now try improvising melodies, using the blues scale, which is made up of 


° scale degrees 1, 4, 5, and 8 


° plus the third, fifth, and seventh tones, each lowered by one half step. 


4 = ы 
ПГО ` || ж | 
hey Пт Бао Z p l qp ғ ро (U C H | 
2 ба” ЛАУ” 1 | 2 

I7 __«р IS; 


| 
| 
] 
DI 
| 
ü 
ші 
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First get the "feel" of the blues scale by playing it ascending and descending in each 
key. Then begin accenting the second and fourth beats as you play Up and Down Blues. (Note 
that the top tone of the seventh chord may be omitted throughout if necessary.) Next try 
improvising your own melodies with different rhythmic patterns based on the blues scale. 


UP AND DOWN BLUES 


— 1 43 2 


gt 
ЕЕ 
(А (9 ә ә "ЕТ Ра ФП 
ЦО X7 т ПТ әре [Г ду у Г 
~ ____ра 41 |. | | |" be Пот be 
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1221 2,4 2 2 1 4,43 
> == > 
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Now try improvising melodies based on the blues scale. Conversational Blues uses the 
ostinato accompaniment pattern I-I-V’—IV$-I to obtain a musical question-and-answer 
dialogue. The “question” is stated in the left hand: 


7 16 | 
v? v$ G 


(borrowed) (borrowed) (borrowed) 


The “answer” is a free-style melodic line that differs both melodically and rhythmically 
each time it is stated. Try playing Conversational Blues, and then begin improvising your 
own free-style melodies. Finally, improvise blues-scale melodies with continuous left-hand 
accompaniment patterns. 


CONVERSATIONAL BLUES 


Improvisation |429 


CREATIVE MUSIC AND HARMIONIZATION 


1. Use the melody tones given to help you improvise melodies to the blues-style accompa- 
niment that follows. 


2. Harmonize the following melody with I, ГУ% and V$ chords in the same accompani- 
ment style as in the first measure, and add chord numbers below each as indicated. 
Next, try replacing some of che I, IV, and V$ chords in the accompaniment with 
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3. А melodic skeleton and one possible completed version of it аге given below. Use this 
as an example for improvising your own version of melodic skeleton 1 and to help you 
complete melodic skeleton 2. 


Melodic skeleton 1 


Ne 


Melodic skeleton 1 completed 


4 3 === 1 2 1 
2 ES 5 ` = 2: 
тј 
sal = о: |: i 


4 1 

ú 
=H а 
Hh 3 o 


5 


Ne 
Qe 
он 


Creative Music апа Harmonization 
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Melodic skeleton 2 


Improvise some completions for melodic skeleton 2 and write down your favorite one. 


Melodic skeleton 2 completed 


4. Write your own composition in two-part song form (АВ) ог three-part song form (АВА). 


Select a key, meter signature, accompaniment style, tempo, expression and dynamic 
markings, and pedal markings (if pedal is desired). Indicate any fingering changes. First 
notate the music in pencil and then make any necessary corrections before writing the 
final version. Be sure to give your composition a title. 
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SIGHTREADING STUDIES 


PRACTICE DIRECTIONS 


1. Determine the key of the study. 


2. Observe the meter signature, then quickly scan the example to look at rhythmic and 
melodic patterns and any harmonic patterns. 


Note changes of fingering where they occur. 
Observe all dynamic and expression markings. 


Look ahead in the music as you play. 


Nv è 


Be sure not to look down at the keys! 


Accompanied Melodies 
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Reverently 


7. 
Soulfully 
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RHYTHMIC STUDIES 


Tap and count the following rhythmic exercises with both hands. 


° | ° 
ign ли а 
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TECHNICAL STUDIES 


FINGER-EXTENSION STUDY 


Play this Hanon fingerbuilder exercise in various tempos. Alternate tempos by playing 
every other measure at twice the speed. This exercise can also be practiced legato, 
staccato, in various slur groupings, and with various changes of dynamics. 


Charles-Louis Hanon (1819—1900) 


12543432 12 12 25 
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CZERNY FINGERBUILDER EXERCISES 


Practice the following in the keys of D, E, and A. 


1. Ор. 261, №. 1 Carl Czerny (1791-1857) 


Allegro 


2. Op. 261, No. 2 


Allegro 
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INVERSION STUDIES 


Practice these inversion exercises in various keys. Try not to look down at your fingers as 
you go through these studies. 
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REPEATED-NOTE STUDY 


Use a finger brushstroke as you practice the repeated-note patterns. 


442| SECONDARY CHORDS AND CHORD INVERSIONS OF TRIADS AND SEVENTH CHORDS 


ENSEMBLES 
Student-Teacher Ensemble Pieces 


TRANQUILITY from On the Green Meadow 


Alexander Gretchaninov (1864—1956) 


Student 
Allegro moderato 
1 
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Student 
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КМОСК ABOUT 


Student Ken Iversen 

Allegretto 
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Student 
2-2 


Accompaniment 
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ENSEMBLES 
Student Ensemble Pieces 


AU CLAIR DE LA LUNE 


0 
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French 
(Ат. by E. M.) 


Piano 2 
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COURANTE 


Elsie Wells (1895-1978) 


Allegretto 


Piano 1 
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Allegretto 


COURANTE 


Elsie Wells (1895-1978) 
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Courante by Elsie Wells from ‘A Seven Piece Suite.’ © Oxford University Press 1979. Reproduced by permission. All rights reserve d. 
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WORKSHEET REVIEW 


NAME 


DATE 


SCORE 


SHORT ANSWER 


Analyze the following major, minor, augmented, and diminished triads: 


1. 


Identify the following major and minor triads and their inversions. (Use 


2. 


[root position] 


„С 


e.g. 


ГА 


chord symbols 


[first inversion] 


C$ 


) 


[second inversion] 


са 


@ Oxford University Press 
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CONSTRUCTION 


3. Build the triads indicated by the roman numeral symbols and the given 
major key signatures. 


1 М 2, 3. p š E 2 ^ ; 
š | P = | 
V Hi IV vi ii vii? V 
8 9. 10. 
Ip | | 
1 м V 


5. Build perfect fourth intervals (either melodically or harmonically) upward 
from the given pitch. Write the names of the pitches on the lines provided. 


1. 2. 3. 4. 5. 


@ Oxford University Press 
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MATCHING 


Write the numbers from Column A to correspond to the given answers in Column B. 


COLUMN А 


. augmented triad 
. diminished triad 
. ped. simile 


. Carl Czerny 


. hymn style 


8 


‘8 

. indirect pedaling 
. perfect intervals 
. major intervals 

. second inversion 
. marziale 

. first inversion 

. triplet 


. hemiola 


. Alexander Gretchaninov 
. grazioso 

. bitonal 

. primary chords 


. secondary chords 


© Oxford University Press 


COLUMN B 


graceful 


to pedal in the same manner as previously marked 
play in the style of a march 


three notes played in the same time as two notes of the same 
value 


a shifting of stresses from groups of two to groups of three 
when the fifth of the chord is in the bass 

a melody harmonized with chords divided between two hands 
I, IV, V 

depressing the pedal immediately after sounding the chord 
when the third of the chord is in the bass 

eight beats to the measure with the b receiving the beat 
formed by raising the fifth tone of a major triad one half step 


formed by lowering the third and fifth tones of a major triad 
one half step 


1,4,5,8 

2,3,6,7 

two different keys simultaneously 
Classical period composer 


Romantic period composer 


UNIT 10 


MINOR SCALES AND 
OTHER SCALE FORMS 


MINOR SCALES 


This unit introduces minor scales, scales of other modes, and the chromatic scale, together 
with pieces based on these scales. 


Relative Major and Relative Minor Scales 


Each minor scale is built from a corresponding major scale with the same key signature; 
this major scale is referred to as the relative major. For example, the F major scale is the 
relative major of the D minor scale (and the D minor scale is the relative minor of the F 
major scale) because both scales have one flat in their key signatures. 


F major scale 


D minor scale 
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Natural Minor Scale 


The natural minor scale is formed by beginning on the sixth tone of its relative major 
and continuing up an octave. The natural minor scale can also be formed by beginning 
three half steps down from its relative major key (see р. 457). 


1/2 


Note that while the half steps occur between tones 3 and 4 and between tones 7 and 8 
in the major scale, they occur between tones 2 and 3 and between tones 5 and 6 in the 
natural minor scale. 


Harmonic Minor Scale 


Besides the natural form, there are two other forms of the minor scale—the harmonic and 
the melodic. The harmonic minor scale is probably the most frequently used form of the 
three. It is the same as the natural minor scale with the exception of the seventh tone, 
which is raised one half step with the use of an accidental. 


harmonic minor scale raised 7th 


ге 
йо 9— T 
ера O OTT 
S V y e O ру 


1⁄2 1⁄2 


Note that the half steps in the harmonic minor scale occur between tones 2 and 3, 
between tones 5 and 6, and between tones 7 and 8. The raised seventh tone creates an 
interval of a step and a half between tones 6 and 7. 


Melodic Minor Scale 


The melodic minor scale is the same as the natural minor scale, except that the sixth and 
seventh tones are raised one half step in its ascending form. The descending melodic minor 
scale is identical to the natural minor form: 


melodic minor scale raised 6th and 7th lowered 7th and 6th 


1⁄2 1⁄2 1⁄2 1⁄2 


Note that the half steps in the melodic minor scale occur between tones 2 and 3 and 
between tones 7 and 8 ascending, and between tones 2 and 3 and tones 5 and 6 descending. 
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MINOR KEY SIGNATURES 


Since each minor scale and its relative major scale have the same key signature, the key of 
a piece cannot be determined by looking only at the key signature. 
Therefore, be sure to do the following: 


1. Look at the final tone of the piece (particularly the lowest tone of the final chord), which 
will usually be the key tone, or tonic. 


2. Look for tones 1, 3, and 5 of the tonic triad at the beginning and end of the piece. 


3. Your ear can also help determine whether the piece has a major or a minor sound to it. 


If you know the major key signatures, but are not completely certain of the minor key 
signatures, remember this: 


° The minor key is three half steps down from its relative major key. 


• For example, if the key signature has two sharps, the piece is either in D major ог, 
counting down three half steps, B minor. 


D major D= С — Ch — B B minor 


Here is a list of all major-minor key signature pairs: 


Relative Key Signatures 
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NATURAL MINOR SCALES 
IN TETRACHORD POSITIONS 


Begin practicing the natural minor scales using sharp keys in tetrachord positions start- 
ing with A natural minor and continuing clockwise upward in fifths through А# natural 
minor. Notice that the upper tetrachord of the A natural minor scale, E-F—G—A, becomes 
the lower tetrachord of the E natural minor scale by raising the second degree one half 
step, Е-Ң-С-А. This ргоседиге is continued from опе natural minor scale to the next. 
The harmonic and melodic forms of che minor scales can be worked out from the natural 
minor scales given. 


Sharp Keys 


(continued) 
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Begin practicing the natural minor scales using flat keys in tetrachord positions start- 
ing with Ab natural minor and continuing clockwise upward in fifths through A natural 
minor. Notice that the upper tetrachord of the AL natural minor scale, Eb-Fp-Gh-Ah, 
becomes the lower tetrachord of the Ер natural minor scale by raising the second degree one 
half step, Eb-F-Gb-A). This procedure is continued from one natural minor scale to the 
next. The harmonic and melodic forms of the minor scales can be worked out from the 
natural minor scales given. 


Flat Keys 


A bs 
ps ^91 2— — — — 
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HARMONIC MINOR SCALES 


The following chart illustrates each minor scale in harmonic form with fingerings for both 
hands. (The natural and melodic minor scale forms can be worked out from the harmonic 
scales given.) 


1. Practice playing the scales, first with hands separately, then with hands together. 


2. Be sure to observe the fingerings provided. The places where both hands use the same 
finger numbers are bracketed to help you learn your fingerings more quickly. 


3. The keyboard diagrams give the locations of scale tones and help you to visualize the 
entire scale pattern at once. 


Harmonic Minor Scales and Fingerings* 


Modi dou 


*Harmonic minor scales and their fingerings in two octaves are given in Appendix C, on pages 690—695. 
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*A double sharp (%) raises a tone two half steps or one whole step. 
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Harmonic Minor Scales [465 


ion 


V$-i Chord Progress 


Practice playing the chord progression i—iv?—i—VŠ$—i with the left hand in all minor keys, 


as shown below. 


1. Use the fifth tone of the five-finger pattern as the first tone (tonic) of each subsequent 


chord progression. 


2. Remember not to look at the keys. 


3. Develop a feel for the progression and anticipate the changing of chords. 


мою ч 


men n 


meo m 


m 


ђ 


р 


Bbm 
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Another way of practicing the iiv{-i-V $—i chord progression is to play the chords with 
the right hand while playing the root (or letter name) of each chord with the left hand, as 
shown next. 


VOLGA BOATMAN 


Volga Boatman and Joshua Fought the Battle of Jericho use the natural form of the C minor 


scale and the harmonic form of the D minor scale, respectively. 
L. 1 к 


Russian ТВАСК 139 TRACK 139 


i-ivî-i-Vf£-i Chord Progression [467 


JOSHUA FOUGHT THE BATTLE ОР JERICHO = 
i 


Spiritual TRACK140 TRACK140 


With spirit 


ГАР K | K 1 I1 АА 


HATIKVAH 


Hatikvah, the Israeli national anthem, uses the natural form of the D minor scale. 


I 


Israeli ТВАСК 141 ТВАСК 141 


Moderato 
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А ЗЕА СНАМТЕУ 


А Sea Chantey uses the natural form of the E minor scale. Practice playing the left-hand 
accompaniment as a block chord on the second beat of each measure before playing the 
piece as written. 


Traditional TRACK142 TRACK142 


Moderato 


МОВОССАМ САВАУАМ 


What minor key is Могоссап Сагамап written in, and what form of the minor scale does 
it use? 


Е. M. TRACK143 TRACK143 


Andante 
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GREENSLEEVES 


Name and then write down the letter names ofthe chords on the lines provided. Next, play 
the triads in the left-hand part of Greensleeves, and then play the piece as written. What 
forms of the minor scale are used in the piece and in what minor key is it played? 


English ТВАСК 144 TRACK144 


Moderato 


т ГГ = | | 
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i-ivî-i-Vf£-i Chord Progression [471 


DARK EYES 


Dark Eyes uses the harmonic form of the D minor scale. Practice playing the left-hand 
accompaniment, which uses a jump bass pattern made up of i, iv, and V$ chords. 


9 eo? eo? ft e È f e e 
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MARCHE SLAV 


Marche Slav uses the Byzantine scale (also called the Hungarian minor scale), which is the 
harmonic minor scale with a raised fourth degree. This scale is often used by Russian 
composers. 


1 1/2 


Byzantine 


Peter Ilyich Tchaikovsky (1840-1893) tRAcK146 TRACK 146 


Andante 


REPERTOIRE 


ETUDE IN A MINOR 


A modulation is a change of key within a composition. Where does the modulation take 


place in this piece? What key does it modulate to? 


TRACK 147 TRACK 147 


гі 


Cornelius Gurlitt (1820-1901) 


Allegretto 


| 
| 
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PARALLEL MAJOR AND MINOR SCALES 


When the third and sixth tones of a major scale are lowered, that scale's parallel harmonic 
minor scale is obtained. Since both scales begin with the same tonic, the reverse is also 
true. By raising the third and sixth tones of the harmonic minor scale, its parallel major 
scale is obtained. There is no other relationship between parallel scales. Unlike relative 
scales, parallel scales do not share the same key signature. 


C major 


C harmonic minor 


G major 


G harmonic minor 
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А change of mode is when there is a parallel 
change of key within a composition. 


TAKE NOTE 


SCALING PYRAMIDS 


Scaling Pyramids and Venetian Waltz each contain a mode change. Both pieces begin in a 
minor key and change to their respective parallel major keys. 


Е. M.  rRACK148 TRACK148 


Moderato 


476| MIN0R SCALES AND OTHER SCALE FORMS 


VENETIAN WALIZ = a 
" 


Е. M.  TRACK149 TRACK 149 


Andante 
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REPERTOIRE 


ETUDE 


Ludvig Schytte (1848—1909) тваск150 TRACK 150 


Moderato 


кезі! 
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OTHER SCALE FORMS (MODES) 


The word mode has a meaning similar to the word way; that is, a particular mode is а 
particular way of arranging whole steps and half steps in scale form. For roughly the last 
three hundred years, most Western music has used the major and minor modes or scales. 
But there are other modes, some of which are used in American folk tunes and in the music 
of other cultures. Each mode has its own arrangement of whole steps and half steps, and 
each can be constructed оп the white keys alone, as illustrated below. (When the scales of these 
modes ave transposed to the various sharp and flat keys, accidentals must be added to preserve the 
half-step arvangement.) 


Ionian mode (major scale) 


= bU d 1/2 


1/2 


Dorian mode (minor with a raised 6th) 


“и 1/2 


1/2 


Phrygian mode (minor with а lowered 2nd) 


` 1⁄2 


1⁄2 


Lydian mode (major with a raised 4th) 


1⁄2 1⁄2 


Mixolydian mode (major with a lowered 7th) 


1⁄2 1/2 


Aeolian mode (natural minor scale) 


1/2 1/2 
Locrian mode (Phrygian with a lowered 5th) 


o a 


1/2 1/2 
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Росо ritardando means to gradually 
slow down the tempo a little. 


TAKE NOTE 


SAKURA 


Both Sakura, a Japanese tune, and Aeolian Lullaby use the Aeolian mode (the natural 
minor scale). 


Japanese TRACK151 ТВАСК151 


Moderato 
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AEOLIAN LULLABY 


Joan Hansen TRACK152 TRACK 152 


Gently, moderate 


== bi — Im =a 


$ 


From Music of Our Time © 1977 Walerloo Music Со. Ltd., Walerloo, Ontario, Canada. Reprinted by permission. 
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SCARBOROUGH FAIR 


Scarborough Fair uses the Dorian mode, beginning on E. 


Dorian 1⁄2 1⁄2 


English ТВАСК153 TRACK153 


Andante 
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HIGH NOON 


High Noon is in the Mixolydian mode, which sounds like the major scale with a lowered 
seventh degree. This mode is frequently used in the jazz idiom. 


Mixolydian 1/2 1/2 


Ы х 


Е. М. твАСК 154 TRACK 154 


SRI 


мол 
о сл 
на 
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SPANISH FOLK MELODY 


Spanish Folk Melody uses the Phrygian mode, which sounds like the natural minor scale 
with a lowered second degree. The Phrygian mode is frequently used in Spanish 
flamenco music. 


Phrygian 


1/2 1/2 


I 


TRACK 155 TRACK 155 
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LYDIAN MARCH 


1⁄2 


Lydian 1/2 Жы 


David Duke track156 TRACK 156 


`- Knock on wooden 
part of the piano. 


“Lydian March” by David Duke from Music of Our Time © 1977 by Waterloo Music Company Limited, Waterloo, Ontario, Canada. 
Reprinted by permission. 
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SHARP FOUR 


Sharp Four and Lydian March are both in the Lydian mode, which sounds like the major 
scale with a raised fourth degree. 


1⁄2 


Lydian 1⁄2 ж 


Note that in Sharp Four the Lydian mode begins оп G and accidentals are required to 


Ы х 


Arthur Frackenpobl (born 1924) твлск157 TRACK 157 


preserve the half-step arrangement. 
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Courtesy of Robert Расе. Used by permission. 
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REPERTOIRE 


SHEPHERD PIPES 
|] Ф 
wn) ТВАСК 158 TRACK 158 


Tatiana Salutrinskaya (dates are unkno 
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THE CHROMATIC SCALE 


The chromatic scale contains all twelve tones and is constructed by using half steps only. 
Notice the fingering for this scale as given below. 


° The third finger is used on the black keys. 


° The thumb is used on most of the white keys. 


° The second finger is used for the notes F and C in the right hand and for the notes E and 
B in the left hand. 


PRACTICE STRATEGIES 


First, play the following preparatory chromatic scale exercises. 


1. Using the middle finger (3), first in the right hand, then the left, and then with both 
hands, play lightly upward and then downward on the black keys only, beginning on 
Ң and ending upward one or more octaves on an FÉ. 


(р 
a e 1 


2. Play the same black keys with the third finger of each hand, but add lightly the thumb. 
When you come to a pair of white keys (B—C, Е-Е), play the first one and omit the 


second white key. 
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3. Next, practice the following chromatic scale warm-up exercises that use the pair of 
white keys with RH 1-2, LH 2-1 finger combinations. 


4. Finally, practice the chromatic scale ascending and descending, first with each hand 
separately, then with hands together. Be sure to observe the correct fingering. 


THE CHROMATIC SCALE 


chromatic scale ascending 
(2) I ; CEE 
1 ! | | | 


14 

ГА 

Пе) ___ Тр фу и 

AN иу Вау Өө? __у4» — + 
O O 


1 
Y ii 3 1 3 1 3 12 1: 3 1 3 0) 


Molto rit. is a term indicating a marked 
slowing of the tempo. 


TAKE NOTE 
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CHROMATIC BLUES 


Chromatic Blues and Navy Blues use chromaticism in their melodies. 


Е. M. твАСК 159 TRACK 159 


Easygoing 


Lp ШЕЙ I 1 SS i |ЕНЕЙ э „ы i „э eee 
o 1I. n. L JH. n | Hd J. p dy ee —  ] .Lo-— Td. TE, | јр y | iu dq Jp I 
___ре о „рее _ренћо bene [Ж ww_s F berge bere spere rete 


кашын БШШШ. | pel 
РЕ РТ 
| bere bere _рећое „Ро Ф 
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МАМУ BLUES 


Е. M.  rRACK160 TRACK 160 
Slow and easy 
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REPERTOIRE 


ү 


ТВАСК 161 


CHROMATIZONE ВАб 


ТВАСК 161 


Ann Collins 


(continued) 
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Repertoire 


жә 
жатыны ы ыы тақ. 
gua 


From HILLEY/OLSON. Piano for the Developing Musician, бЕ. © 2006 Wadsworth, a part of Cengage Learning, Inc. Reproduced by 


permission. www.cengage.com/permissions. 


494| MINOR SCALES AND OTHER SCALE FORMS 


CLASSIC MINIATURES 


ETUDE о) 190, №. 31 Е 5 
1 


Louis Köhler (1820-1886) tRAcK162 TRACK 162 


ОЕ UN xa 
вый et и 


* 


[5] 


— « | 


=== ==: == = == = === 
THE VILLAGE PROPHET 

d* 

Jean-Jacques Rousseau (1712-1778) твАСК 163 TRACK 163 


IMPROVISATION 
Melody Improvisation Using Chord Voices of a Piece 


ROCKER 


Using any mix of the three voices (tones) in the right hand part of Rocker, improvise a 
melody as your instructor plays the piece. 


Teacher 
Accompaniment Jeff Kowalkowski 


Allegretto 


22955953 


g #29 ж Ее ләде» K : 
"> 
ts 
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CREATIVE MUSIC AND HARMONIZATION 


1. Play the following melody, which is written in the natural form of minor. Next, play the 
melody in its harmonic form. Then transpose the example to various minor keys, play- 
ing the melody in natural form and then in its harmonic form. 


Moderato 


2. Improvise matching phrases to the one given below using the relative major key. Then 
select one melody to write down. 


3. Improvise a new melody using the same melodic rhythm and the accompaniment of 
Volga Boatman on p. 467. 
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4. Improvise а minor scale melody to the left-hand accompaniment. Experiment using 
some interesting and varied rhythmic patterns in your melody. 


5. Improvise matching phrases to the one given, using i, iv, and V$ chords for the harmo- 
nization. Then select one melody to write down, along with the harmonization. 


= 
a 
< 
ле 
= 


1V4 


+ ~ 
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6. Harmonize the following melody using i, iv$, and V$, in the same accompaniment style 
as given in the first measure. Add chord symbols on the lines provided below as 


indicated. 


7. Improvise melodies in minor to the chords below using the given rhythm patterns. 


lo 3 444349 22 2 Ее 14 3 d. | 


IV 4 IV 4 5 


iui te и 


6 
ЇУ 4 V5 
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8. Improvise matching phrases in the style of the composer. 


SHARP FOUR 


Sharp Fouris written in the Lydian mode beginning on G, and uses ch and FÉ in its scale. 


Arthur Frackenpohl (born 1924) 


gia 


9. Improvise melodies to a chromatic left-hand accompaniment such as the one started 


below. 
p etc. 
E 72 e Teo 
2 3 1 
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SIGHTREADING STUDIES 


As you sightread these studies, do not slow down to find the notes or correct mistakes. If 
you encounter difficulties, isolate the passage later and work out the problem with careful 
study and practice. 


1. Harmonic form 
E minor 


Wistfully 


N 


Parallel keys 


Energetically 
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3. Harmonic form 
A minor 


Smoothly 


4. Relative keys 


Joyously 


Г 
ОХ, 7. ___ > _—_«_«/iki______________te_*_ » | 


e e 
= = 


>— po 
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5. Aeolian 


Quietly 


6. Phrygian 


Lively 
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7. Dorian 


8. Lydian 
Gracefully 
1 
| e | e | 
mp 
1 1 
3 2 
5 4 
4 
ote dd» ө s om 
p 
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9. Mixolydian 


Moderato 


10. Byzantine (Hungarian minor) 


Majestically 
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TECHNICAL STUDIES 


FINGER-EXTENSION EXERCISE 


Play this Hanon fingerbuilder exercise in various tempos. Alternate tempos by playing 
every other measure at twice the speed. This exercise can also be practiced legato, 
staccato, in various slur groupings and rhythmical arrangements, with right hand played 
forte and left hand played piano, and vice versa, and with various changes of dynamics. 


Charles-Louis Hanon (1819—1900) 


1 2 5 4 3 4 3 2 12 5 1 2 5 f 2 5 
Е РЕ 
° g e e 
es g ее о PL e 
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MAJOR-MINOR SCALE STUDY оу. 261, No. 50 


Practice this study in a slow tempo to begin with, always working for evenness and a 
smooth legato. Then try playing the exercise in various faster tempos. 


Carl Czerny (1791—1857) 


Allegro 


=== 
e = e 
EURO 4 
7—t > 
=== 52222 
=° 13 | 
5 
бта SOSTIENE EEE EEE RESTO puya uya EER 7 
ЕТЕТІНІ eee 
ee 8 
===: 
1 з 1 
| | tthe. gi зз 
ins == E 


FESSES : 
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ENSEMBLES 
Student-Teacher Ensemble Piece 


DANCE OF THE SUGAR PLUM FAIRY 


from The Nutcracker Suite 


Peter Ilyich Tchaikovsky (1840-1893) 


Arr. by E. M. 
Andante 
2 ° а А b 
^ 
j i e i о 1 i == 
lightly 
Student p mp = p lightly 
= = 
+ = 
== i ; 4s ig 
| ЖЕШ =: ET т == 
ЕСТЕ lightly mp p mp p ту 
paniment | 
= ===. t t t t t t t t t 
È e- ce oe = @ @ oe 
6 Student 8 
É E | 1 | 3 2 1 P ns. 5 o o o 
EO оо ое 
# = — — e|? e і 1 oe e 
cresc. 
8 Е е ө 
T TEE | Temm — | Шаша кашап ааш) 1 9) 1 Г] e 2 — 
te e ә = ° vee = e s e = Pas; i oe о-о 
4 
Accompaniment 4 I 5 5 5 
pi 1 1 1 1 
ts eg Е: s 8 3; £ “el: 3 i z£ 
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11 Student 
+ seo 2 e e : о - в. pm 
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Accompaniment 3 
p | EE EXE. 
$ 2! th { Fig gt 1 => 
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Е pe eee 3 
2 T: = 2 = 2 <a г--< = 
Ensembles |509 


Student Ensembles 


SUGARLOAF MOUNTAIN 


Everett Stevens 


Moderately, with expression 


3 
1— a LL da 1 


[V 348 — — — —— 9 11 11-7 p U U UT g —— C T E 
IA т › | 4 ггг j ОО ООО | ОИ —l 


Piano 1 
AGIO eg oS oes 
јен ү P jj 
Piano 2 
Piano 1 
Piano 2 
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Piano 1 


Piano 2 


Piano 1 


Piano 2 


(continued) 
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Piano 1 


Piano 2 
Ae SI EEE 
(ee БЕІН 
у НИ 

Piano 1 

Piano 2 


Sugarloaf Mountain by Everett Stevens. Copyright © 1959 by Elkan-Vogel, Inc. Copyright renewed. This edition copyright 2009 by 


Elkan-Vogel, Inc. Used by permission. 
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Elsie Wells (1895-1978) 


Piano 1 


kJ 


š gr 


[7 € | ј 3; 83:177; | Геи = || «e Ve | P. |] ~ I. [7 = | ECH, m=" 
И ñ эъ ELGEEE T ЛУ БЕП АШЫ GE E oe AES ГЕШ SEE Е И ¿SSS EB F INE SE GSS ДЕП БЕП E qar sS ` ДЕШЕ АШ 07 НР ЖЕ „> АРА =H шнен і 
è e RES I Сы; Acc er I Arca als [m] ASS Ss ch ERI 


Ensembles [513 


GALOP 


Elsie Wells (1895-1978) 


FIF EE 
ptf 235: 


Vivace 


barat, 
Piano 2 ту leggiero 
2: 22234 


Ë 
Midi а 
rira 


лима 
ынны 


1 


==== 


жалама 


13 


EJ 
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WORKSHEET REVIEW 


NAME 
DATE 
SCORE 


SHORT ANSWER 


1. Give the name of the sixth degree in each of the following minor (natural 
form) scales: 


Cm C#m Am 
Em Fm Dm 
Gm Bm F#m 


2. Name the major and relative minor keys that share the following key 
signatures. Write the major key first, followed by its relative minor key. 


3. Identify the following chords by letter names. If the chord is inverted, be 
sure to use numbers indicating the inversion. 


© Oxford University Press 
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CONSTRUCTION 


4. Build the following minor scales in harmonic form using letter names. 


Em 


. Construct a chromatic scale ascending and descending one octave upward 
and then downward in both bass and treble clefs. Then indicate the right- 
and left-hand fingerings on the lines provided above and below the treble 
and bass clefs. The beginning notes and fingerings have been provided to 
get you started. 


6. Construct the C minor scale using each of the three forms. 


С minor—natural form 


= ° | 


С minor—harmonic form 


6 - ° | 


С minor— melodic form (ascending and descending) 


= ° = 


@ Oxford University Press 


MATCHING 


Write the numbers from Column A to correspond to the given answers in Column B. 


COLUMN A 


1. 


20. 


Phrygian mode 


. modulation 


. Dorian mode 


. parallel scales 


. Byzantine scale 


. poco ritardando 


. Aeolian mode 

. Lydian mode 

. Mixolydian mode 

. molto ritardando 

. lonian mode 

. Locrian mode 

. relative minor scale 


. relative major scale 


. natural minor scale 

. harmonic minor scale 
. melodic minor scale 

. D major is relative to 


Я FÉ minor is relative to 


chromatic scale 


© Oxford University Press 


COLUMN B 


a minor scale that has half steps between the 2-3 and 5-6 
degrees 


a modal scale that has half steps between the 1-2 and 4-5 
degrees 


A major 


a modal scale that has half steps between the 1-2 and 6-7 
degrees 


B minor 


a modal scale that has half steps between the 1-2 and 5-6 
degrees 


is related to a minor scale having the same key signature 
is related to a major scale having the same key signature 
a harmonic minor scale with a raised fourth 

a change of key within a composition 

a major scale with a raised fourth degree 

a mode frequently used in the jazz idiom 

scales that begin with the same tonic 


the same as the natural minor scale, except the 6 and 7 tones 
are raised one half step ascending, and descending is identical 
to the natural minor form 


a major scale 

to gradually slow down the tempo a little 

a marked slowing of the tempo 

a scale that contains all twelve tones using half steps only 


a minor scale that has half steps between the 2-3, 5-6, and 7-8 
degrees, and the 7th tone raised one half step with the use of an 
accidental 


the same as the natural minor scale, except the 6th and 7th 
tones are raised one half-step ascending, and descending is 
identical to the natural minor form 
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UNIT 11 


TONALITY AND ATONALITY: 
EXPLORING TWENTIETH- AND 
TWENTY-FIRST-CENTURY 
MUSIC STYLES 


his unit introduces selected twentieth- and twenty-first-century music styles, along 
with pieces based on these styles. These styles include jazz, bitonality, and atonality. 


Quartal harmonies and additional innovative notations are also introduced. 


[519 


JAZZ 


Jazz has been one of the most influential musical styles in the twentieth century. 


HALLELUJAH! 


Hallelujah! uses some of the basic style elements of jazz, which include syncopation, 


off-beat accents, and chromaticism. 
k і x 


Martha Mier ТВАСК 164 TRACK 164 
Happily, with spirit (Play JJ evenly) 


fy f = == Е e = 
—r 
mf 
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i 
| 
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JINR 0 


? <> Ë O 
кој кој кој 
1 
5 

20 
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pp 


o 
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1 


“Hallelujah!” Ву Martha Міег. О 1993 ALFRED MUSIC PUBLISHING СО., INC. АП Rights Reserved. Used by Permission of 
ALFRED MUSIC. 
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THE WHOLE-TONE SCALE 


The whole-tone scale contains six tones and is constructed by using whole steps only. 
Some early twentieth-century music, notably that of Debussy (1862—1918), uses the whole- 
tone scale. 


whole-tone scale 


| = 126 is a metronome marking. A metronome is a timekeeping instrument 
which produces a ticking sound at any desired speed. This particular marking 
means to set the metronome at 126, with the resultant ticking sound equiva- 
lent to the duration of a quarter-note beat, 126 beats a minute. 


TAKE NOTE 


MORNING MIST 


Veiled, atmospheric effects can be produced by using the damper pedal to sustain whole- 
tone groupings, as in Morning Mist. Play this whole-tone piece with a very light touch. 


Ы х 


E. M. твАСК 165 TRACK 165 
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МАМЕ ТНАТ ТОМЕ 


Бог fun try rewriting а familiar tune, using the whole-tone scale. It will sound somewhat 


changed! Here is an example. 
k: | ` 


Е. М. твАСК 166 TRACK 166 


Moderato 


Take other familiar tunes and arrange them in whole-tone settings by altering tones to 
fit the whole-step pattern. Then try improvising melodies that use the whole-tone scale. 
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BITONALITY 


As mentioned in Unit 9, а bitonal piece uses two keys simultaneously. Pomp and Two Tone 
are examples. In Pomp, the right hand is in the key of A, and the left hand is in the key of C. 

Before playing these two pieces, identify the various triads and practice them first with 
each hand separately and then with both hands together. 


Allegro con brio is a tempo marking that means to play quickly and with vigor; 
briskly. 


Intenzionato means to play in a deliberate manner. 
4%, refers to use of the damper pedal. 


Con forza means to play with forcefulness; stressed. 


TAKE NOTE 


POMP Е ә 


Vincent Persichetti (1915—1987) тваск167 TRACK 167 
Allegro con brio 2. = 76 


[ г __.„ [—————— — ——L—— к L— — 3á— — —. ___| 
[^ «89 T 0 1 ll] I| 5^ 53. ]I [| ^ lI |] DI 0 3G _O [I ES | 
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7 intenzionato 
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[ ___.____ГЈА 
ЕН р à | 
„ 1T 


Pomp from PARADES by Vincent Persichetti. Copyright © 1955 by Elkan-Vogel, Inc. Copyright renewed. This edition copyright 2009 
by Elkan-Vogel, Inc. Used by permission. 
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TWO ТОМЕ 


In Two Tone, the right hand is in the key of D and the left hand in the key of G. This piece 
can be played as a duet by having one player take the treble clef part with two hands, and 


another player take the bass clef part with two hands. 
bi 1 ` 


Joan Hansen TRACK168 TRACK 168 


Moderato 


“Two Tone” by Joan Hansen from Music of Our Time, © 1977, Waterloo Music Со. Ltd., Waterloo, Ontario, Canada. Reprinted 
by permission. 


ATONALITY 


An atonal piece does not have a tonal center—that is, it has no key, and no one tone seems 
more important than any other. 

Some atonal music is written with the use of twelve-tone technique, in which all 
twelve tones of the chromatic scale are arranged in a particular series or tone row. These 
tones have no key or tonal center. The entire row is usually heard in full before it or any of 
its tones is repeated. After the row has been introduced, it may be varied in a number of 
ways; it may be used in inversion (upside down), in retrograde (backward), or in retro- 
grade inversion (upside down and backward). 
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BARCAROLLE 


The tone row in Barcarolle is divided between the two hands in the first five measures, and 
then is repeated with a change of note values. Beginning in measure 9, the row is stated in 
retrograde (backwards). 

After playing this piece, try writing a new melody to familiar words, using a tone row of 
your own. 


A tone row or series 


= 
5 9 


1 2 3 4 


s means to take а short pause before continuing the music. 


I 


Ross Lee Finney (1906-1997) tRACK169 TRACK 169 


With rocking motion 


PRE 
• 


in tempo 


= 


NY «Е ° 
I 
xx 
o 9 N 
• 
АА 
| 


much ritard 


— 


From 32 Piano Games. Copyright € 1960 by Henmar Press, Inc. (C. F. Peters Corporation). Reprinted by permission of the publisher. АП 
rights reserved. 


ММ 
° 
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INNOVATIVE NOTATIONS 


An innovative notation is any notation invented by a composer to indicate special effects 
and how they should be performed. 


5-WHITE-NOTE CLUSTERS 


In 5-White-Note Clusters, the white stemmed rectangles are half-note clusters. In Seashore 
they are dotted-half-note clusters. The number 5 that appears above the rectangles 
specifies the number of tones, and the positions of the rectangles on the staff specify the 
exact pitches. 

Play the clusters in the following pieces with your fingers or your fist. As mentioned 
earlier, clusters can also be played with the knuckles, the palm of the open hand, or the 


arm. Sometimes clusters are even played with pieces of wood or other devices. 
k | ` 


4-60 Ross Lee Finney (1906—1997)  ТВАСК170 TRACK 170 


AN 2— —— —— r г ПОНИ — — а Н POZZI] 
ш [| — || || | | 


Copyright 1960 by C.F. Peters Corporation. On behalf of Нептаг Press, Inc. Used by permission. АП rights reserved. 


15"? means to play 15 notes (two octaves) 
higher than written. 


TAKE NOTE 
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SEASHORE 


Six components make up the piece called Seashore. First, study and play each of these com- 
ponents, given on this page. Next, tap out the rhythms ofthe piece, and then play it as written. 


Components: 1 2 3 4 5 6 


Ross Lee Finney (1906—1997) Trackin TRACK171 


Moderato 4 = 120 јута_ =. 


Copyright @ 1960 by C.F. Peters Corporation. On behalf of Нептаг Press, Inc. Used by permission. All rights reserved. 
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МЛМТЕВ 


In Winter, the сотрозег has used several innovative notations in addition to clusters: 


or 
V /\ pause for an indeterminate length of time 


T Гг Ё li Г Г r make a ritardando as indicated by the 


increasingly wide distance between the notes 


Finney has also omitted meter signature and bar lines, to give the performer the freedom 
to interpret the music in his or her own way. 


Ross Lee Finney (1906-1997) 


Moderato 
Boi throughout 


ыыы Р 14 


2 


4 
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ән 


Copyright 1960 by С. Е. Регегѕ Corporation. Оп behalf of Нептаг Press, Inc. Used Бу permission. All rights reserved. 
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QUARTAL HARMONY 


Some contemporary composers use quartal harmony, which is based on chords built in 
fourths rather than in the traditional thirds. 


THE CATHEDRAL IN THE SNOW (A Gregorian Christmas chant) 


In The Cathedral in the Snow, which uses an old Christmas chant, the whole-note figures 
are in quartal harmony. Other contemporary features are the omission of meter signature 
and bar lines, and the use of tones that are blurred together for effect by holding the pedal 
down for the duration of the piece. 


David Duke 
Very slowly 
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“The Cathedral in the Snow” by David Duke from Music of Our Time, © 1977, Waterloo Music Со. Ltd., Waterloo, Ontario, Canada. АП 
rights reserved. Used by permission. 


A tremolo is a quick alternation from one 
cluster to the other, and is indicated by 
the parallel lines between the clusters. 


TAKE NOTE 
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CLASSIC MINIATURES 


JUMPING JACKS (оу. 146, No. 5) Е AS 
i 


Dianne Goolkasian Rabbee — ТВАСК172 TRACK 172 


Steadily; clearly 
5 5 5 
- ан} | i i == а 
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Jumping Triads (Opus 146, No. 5) by Dianne Goolkasian Rahbee. From Contemporary Collage (Music of the 21st Century), Vol. 1, Book 2. 
Copy 2008 Frank J. Hackinson Publishing Company (BMI). International Copyright Secured. Made in U.S.A. All Rights Reserved. Used 


by Permission. 
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INVENTION FOR PIANO a 
= 


Emma Lou Diemer (b. 1927) TRACK173 TRACK 173 


Moderato 


Invention for piano by Emma Lou Diemer. Copyright 1962 by Boosey & Hawkes, Inc. Reprinted by permission. 
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REPERTOIRE 


Ы к 


ТВАСК 174 ТВАСК 174 


SHADES OF BLUE from Sketches in Color, Set 1 


Robert Starer (1924—2001) 


Moderato fast (J. = 80) 


[535 


Repertoire 


Иа 
ЕЕ ааа 
КАЈ р ee eee | "9 "9 Қ — 


Ма”, 


Shades of Blue from SKETCHES IN COLOR, ЗЕТ ONE by Robert Starer. Copyright © 1964 UNIVERSAL MUSIC CORP. Copyright 
Renewed. This arrangement © 2010 UNIVERSAL MUSIC CORP. All Rights Reserved. Used by Permission. Reprinted by permission 
of Hal Leonard Corporation. 
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BITONAL IMPROVISATION 


1. First play the following examples. 
2. Then improvise your own melodies, using the left-hand accompaniment patterns given. 


3. Finally, create new left-hand patterns to accompany your own melodies. Also think of 
changing meters, using different registers, and trying out various tempo changes as well 
as experimenting with new dynamic shadings. 


1. Improvise a bitonal melody with the right hand to the left-hand accompaniment of 
open fifths, which is in the key of C. The right-hand melody is in the key of E. 


etc. 


2. Using a black-key ostinato pattern as the left-hand accompaniment, improvise white- 
key melodies with the right hand. 


3. Using black-key open fifths in the left hand, improvise white-key melodies and har- 
monic intervals with the right hand. Use the toccata style below to start with. Toccata 
(from the Italian word toccare, “to touch”) is a keyboard composition in the style of an 
improvisation that is intended to exhibit a players technique. 


etc. 


Bitonal Improvisation [537 


4. Using а left-hand pattern based on the whole-tone scale, improvise melodies that will 
blend with the accompaniment. Use the pattern below as a model. 


5. Improvise a melody using e—f# in the left hand and b-d-e—ff in the right hand as the 
instructor plays the pattern accompaniment. Begin and end the melody on E. 
Left Hand Е-Еў Right Hand Б-4-е- 
PATTERN IMPROVISATION 
Teacher Accompaniment Jeff Kowalkowski 


Allegretto 


VOX E А 5 фа 55 5 фа 55 E 38 


Š 
mf Р 
4 


e e e 


== === === == = === === 


= 


Nt 


| 
> 


= 
al te ze tai ze: te : 
тр ө e e e be 
=== = = 
oN 
w = — 
be be be ғғ. 
5 Е = === E lee P 
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ENSEMBLES 
Student Ensemble Pieces 


FOR THE KID NEXT DOOR 


Soulima Stravinsky (1910-1994) 


Allegro 


Piano 1 


Piano 2 


Piano 1 


Piano 2 


Copyright 1960 by C.F. Peters Corporation. Used by permission. All rights reserved. 
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Piano 1 


Piano 2 


Piano 1 


Piano 2 


Piano 1 


Piano 2 


540| 


6 он ee ee пе ——————————— 
LZ —— ee ee “i I L £f“ 
[C ___ 1 Po 


x 
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FOLK DANCE oy. 146, No. 4 


Folk Dance is written in composite meter, which is a combination of two meters. Here 
2 and i are combined to produce 4 


Dianne Goolkasian Rahbee 


Lively (3 + 4 beat meter) 


Piano 1 (1 - 2 - 3, 1-2-3 - 4, 1 - 2 - 3, 1 - 2 - 3 - 4) 


3 | Ne У сация cc cc dC CDL сатана сваки RC а ава сина ока ЕТА С 
1 
e p 2 2 2 ө 5 2 
mf 
= 2 (2 
e e 72 e = 
5 
6 О. 
= = O c (2 O O 2 
s = O- (2 O 2 O- 2 


Nu. 
^ 


> e > 2 о--е = Г Г 
Sf 
= 2 = — = è 


Folk Dance (Opus 146, No. 4) by Dianne Goolkasian Rahbee. From Contemporary Collage (Music of the 21st Century), Vol.1, Book 2. 
Copyright 2008 Frank J. Hackinson Publishing Company (BMI). International Copyright Secured. Made in U.S.A. АП Rights Reserved. 
Used by Permission. 
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In Z time, there are seven beats to the measure 


with the quarter note receiving one beat. 


TAKE NOTE 


FOLK DANCE о) 146, No. 4 


Lively Gia beat melen Dianne Goolkasian Rabbee 


2 2. == === 
fesa НСС 

Wai = =: ; =n 
ryt ығы ==: == === 


Уф 


і { i === і = 


1 
2 
3 
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2 pe -- “== 
= i == i — = i 
pp —— Jf 
орев ев 11—08 1—2 са еі Е Е: ЕЕ ЗЕЕ 55: 
Е ae <° => 4% РЖ 
= i {== { == i i 
mf cresc 


2 1 
= == = 2 2 р 
2 
i = s Ø Z 5 > 2 
oe? ы 5 
21| 8 Т о аа аи пыса т ааа ааа иа) 
72 өе-- 72 e 2 е Р E 
e. = . Z > 22 22 
OU а о Со sS s 1 
2 
e е-е 9— = = 
e) 
Р e E 2 
2 5 22 = S 


Ensembles [543 


$$ 
%% 
фо 


$$ 
ere 
DÒ 


15 
| тј“ стезс. 
© © 


== tyt == SS ЕЕ 
Jf f 
ЕЕ = ======== 


SSS ЕҤ ц 
Sf 

== ЕЕ = Е si 

= © = т Li Е ] 
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WORKSHEET REVIEW 


NAME 
DATE 
SCORE 


SHORT ANSWER 


1. Quartal harmonies are based on intervals of a 


2. Give two examples of innovative notations that Ross Lee Finney employs in 
his piece Winter, appearing on p. 530, and explain what they mean: 


a. 
b. 


3. Name three style characteristics of jazz: i ; 


and 


4. Give an example of bitonality: 


5. Name four ways in which clusters may be played: 


, ГА 


, and 


CONSTRUCTION 


Write your own tone row, using whole notes and then state it in retrograde. Then begin improvising 
rhythmically, using your own tone row as the basis. 


Tone Row 


1 2 3 4 5 6 7 8 9 10 11 12 


Tone Row in Retrograde 


$ 


O Oxford University Press 


[545 


MATCHING 


Write the numbers from Column A to correspond to the given answers in Column B. 


COLUMN A COLUMN B 
1. atonal _____ seven beats to the measure with the quarter note receiving 
one beat 
2. bitonal . . . a piece written in two keys simultaneously 
3. whole-tone scale _____ a piece having no specific key 
4. con brio ____ to take a short pause before continuing with the music 


5. quartal harmony to play in a deliberate manner 
6. 15ma to play with vigor 
7. ®®. a ritardando 


8. retrograde a quick alternation from one cluster to the other 


9. con forza ____ to play with forcefulness 
10. VA . ... ап innovative notation meaning to pause 
11. J = 80 ____ backwards 
12. 9 _____ Vincent Persichetti 
13. intenzionato _____ all twelve tones of a chromatic scale are arranged in a particu- 


lar series 
14. retrograde inversion a metronome marking 
15. twelve-tone technique upside down and backwards 
16. tremolo play two octaves higher than written 
17. toccata chords built on fourths 


“to touch” 


7 

4 

pop е ө е : 
; | | | | | | а реда! marking 
20. (1924–2001) а scale using only whole steps 
21. (1906-1997) Ross Lee Finney 


22. (1915-1987) Robert Starer 


@ Oxford University Press 
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UNIT 12 


MELODIES WITH LETTER-NAME 
CHORD SYMBOLS AND MELODIES 
WITH ROMAN NUMERAL 

CHORD SYMBOLS 


ment; instead, chords are identified merely by letter names. Letter names are used 
instead of roman numerals because they are much simpler and faster to read. In this 
unit (and in other printed songs), the letter-name chord symbols are meant to serve as a 


VI any printed versions of folk tunes and popular songs do not include any accompani- 


guide for improvising your own accompaniments. 

It is important to know that letter-name chord symbols indicate root position only of 
the given chord, not inversions. Depending on the accompaniment pattern you choose, you 
have the option of using any chord in its root position or in one of the inversions studied 
earlier—particularly the second inversion of IV (ГУ $) and the first inversion of V? (V$). 

In addition, numerous melodies are included that use Roman numeral chord symbols 
to provide students with additional study and opportunities. 


LETTER NAMES OF I, IV, AND V?" CHORDS 


Remember that the I, IV, and V’ chords are named for their position in the scale. 


I chords are constructed on the first degree of the scale. 
IV chords are constructed on the fourth degree of the scale. 


V’ chords are constructed on the fifth degree of the scale. 


Letter Names of |, IV, and V? Chords [547 


In the key of С, for example, the letter names of these three chords аге С, F, and 07. 


6 
ог IV; 


The following chart gives the letter names of the I, IV, and V? chords in all major keys 
along with the IV$ and V inversions. 


Key I IV IV$ у? y$ 
C C F F/C G’ сув 

G G C C/G р' 1): 

р р G G/D A’ ACH 

A A D D/A E? E/G 

E E A A/E B’ В7/0# 

В В Е Е/В ЕР УА 
FH FE B B/Fj ср ср/ 
Gh | Gb | с | CG) | DI’ | Db/F | 
с} Ck F FG ср сүв 
Db | D) | | сы; | АУ | AD'IC | 
Ab Ab Db Db/Ab E E/G 
Eb Eb Ab AVE) вр в//р 
B) B) Е} E)/B) F Е/А 

Е Е Bb ВЫЕ c СТЕ 


MELODIES WITH LETTER-NAME 
CHORD SYMBOLS 


Letter names rather than roman numerals have been used for the I, IV, and V” chords in 
the melodies that follow. Refer back to the section in Unit 8 titled "Broken-Chord Accom- 
paniment Patterns" (page 337) as a guide for choosing appropriate patterns for improvising 
left-hand accompaniments to some of these melodies, using the indicated harmonies. 
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1. NEW RIVER TRAIN = a 
р 


American ТВАСК118 TRACK 175 


Allegretto 
С Е/С C C F/C G7/B 
1 2 4 2 4 1 
егі ЊЕ == к _ > 
mf 
9 C F/C C G7/B C 
3 4 3 4 5 
“esse | КЕ == 


È — oe ee UP 


2. LAVENDER'S BLUE = a 
" 


Old English Folk Song — rRAcK 176 TRACK 176 


Allegretto 
D D G/D G/D 
2 4 1 1 5 
# pres 
29 | ә 1 | e e e 
е) тј ы е о 
Та - ven - der's blue, Dil - ly, Dil - ly, La - ven - der's green, 
5 D D A7/C# АЛС 


$^ BELICE ug 


When I am King, Dil - ly, Dil - ly, you shall be Queen. 


9 D D G/D G/D 
4 1 5 
T pesa . 
2 ГЫ = | » | e ө = 
e 
Who told you so, Dil - ly, Dil - ly, Who told you 502 
13 р р A7/C# D 
Е | == | 
= e e = e n 
Twas ту own heart, Dil - ly, Dil - ly, that told me so. 
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3. LONG, LONG AG0 Е & 
i 


Thomas H. Bayly (1797-1839) tRAcK177 TRACK 177 


Tell me the tales that to me were so dear, 


Long, long a - go, Long, long a - go. Sing me the songs I de- 


4. HUSH, LITTLE BABY = d) 
" 


American _ TRACK178 TRACK 178 


Moderato 
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5. WILLIAM ТЕЦ. ОУЕВТОВЕ LÀ @ 
i 


Gioacchino Rossini (1792-1868) TRACK179 TRACK 179 


Allegro C С S ІШ 
1 en ИТЕРУ 
pes — [d Ф. — — e — 
ө-е e e e ө-е e e e ө-е = e 4 e—e 
z3 © сув ë 
өөө 1 
ооо LL — 


MELODIES WITH ROMAN 
NUMERAL CHORD SYMBOLS 


1. OVER THE WAVES = ғо 
i 


Traditional | vRACK180 TRACK 180 


Moderato 
I 


I I 
1 2 1 2 5 3 3 5 1 2 
б e = 
= = = = == 
e e e e 
mp 
6 
7 v$ У vé M: 

2 ГЕ 
фе = = = = = = = | == | 
14 I I I 

4 1 1 
=== | ES 
e e { i е ө е 
Se a 
20 I IV$ IV$ 


2 3 ж 1 3 
> с. è e HÀ 
ee E а =E 
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2. ALOHA 0E Е as 
[| 


Queen Liliuokalani of Hawaii (1838—1917) твлск1зї TRACK 181 


~ 
= 
M 
| |е 
~ 
M 
о 
• 
e€ 
• 
ө» 
el iin 
• 
• 
° 


elio È 
~ 
Q = 
N 
кі 
N 
Q 
N 
= 
N 
о 
Q 
Q 
$ 
° 
N 
=== 


3. DONA NOBIS PACEM* 
"E 


Traditional ТВАСК182 TRACK 182 


Andante 
I v$ I y$ IV$ I v$ 
1 
1 315 3 5 4 5 4 2 4 
= < = == — 
zz Fa ip [ea ЕЕ ЕЕК ЕЕ 
e- x 
mp 
I ve I v$ IV$ 1 у 1 
5 
~ 25 – а - 5 
Š = = | | ° | 
G e 72 
=== 


*This Latin song may also be played as a round. Numbers 1 and 2 designate round entrances. 
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4. THE WASHINGTON POST MARCH = a 
" 


John Philip Sousa (1854-1932)  TRACK183 TRACK 183 


With spirit 
I v$ I y$ I I 


~ 
een 
МОФ NEI 

A YA Y 

° 
NA 
NA 
BA va ve 

• 
NA 

“= 
e 

e 
О .| л 

Һау 

% 
чи || 
ОФ | 
NA 


`x 

x | 
| 
il 


ә JZ 
b 
9 
НУ, 
Bu» NES 
wl 
NU 
° 
m 
| 


5. CAMPTOWN RACES x 
їч 


Stephen Foster (1826-1864)  TRACK184 TRACK184 


f °° n, о = =ч = 
=== = EXCERSZSZOCEC 


e- e 
т, 
f 5. Camp-town la - dies sing dis song, Doo - dah, Doo - dah, De 
5 I I v$ I 
uaar 1 3 
Я m — 
E Е === == 7 
ө ө 
Camp-town race-track five mile long, Oh! doo - dah day. 
9 I I IV$ I 
821 2 3 3 per 
| e e == 
7 e e e ә 
. = — 
Gwine to run all night, Gwine to run all day, Tl 
13 I I ve I 
| z = = = s | е = | ө | 
ө o_o | 
bet my mon-ey on де bob -tail nag, Some-bod-y bet on de bay. 
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MELODIES WITH LETTER-NAME CHORD 
SYMBOLS THAT INCLUDE SECONDARY 
CHORDS ii, iii, AND vi, AND AUGMENTED 
AND DIMINISHED CHORDS 


vi, as well as augmented and diminished chords. Follow the same procedure in improvis- 
ing accompaniments for these melodies, using the indicated harmonies. 


1. JACOB'S LADDER = a 
i 


Spiritual TRACK185 TRACK185 


Moderato 
D D D D АС 
4 3 1 
EI | | | | | 
Ç Ç Е s — 
«Fr I, = o S 
mf 
6 A’/Ct АС р р Daug 
m BL ue JESI: 
E H-e—] г == === 
e e = 
11 G/D D D A7/C4 р G/D р 
perc ge ESAE 5 
2 e ө- 
6% == == | 
= G O O 
ld 
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2. STREETS OF LAREDO = ® 
i 


American Cowboy Tune ТВАСК186 TRACK 186 


Moderato 


3. SAINT ANTHONY CHORALE = ab 
" 


Franz Joseph Haydn (1732—1809) — тваск1в7 TRACK 187 


Moderato 
G ce G ОИ G Am/C Cidim G/D D’ 
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4. ТАКЕ МЕ 0UT ТО THE BALL GAME 


Albert von Tilzer (1878-1956) P і ` 


Words by Jack Norworth (1879-1959) TRACK488 TRACK 188 


Lively 
И 5 *G7/B G’ С 
GE 1 1 5 
== | == 
= e d: = e 
Take me out to the ball game, Take me out with the 
с/р с” Ct dim A’ Dm 
5 2 ee 
— | | 
à ——— ——— 
crowd. |. ~ Buy me some pea-nuts and crack - er - jack, I don't 
сув C с7р 
1 3 1 5 1 5 
e 
e e = | О | 
e. = = e = 
саге if 1 nev - ег get back, Let me root, root, root for the home 
ей с” Е Е Ft dim 
3 1 EM a pen 
| ЕЕ ЕЕ: 
= e 
team, If they dont win its а shame. For its one, two, 
C/G C/E D? G? C 
1 2 1 
O (2 
ire e == = 
three strikesyoure out, At the old ball game. 


*Second inversion. 
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MELODIES WITH ROMAN NUMERAL CHORD 
SYMBOLS THAT INCLUDE SECONDARY 
CHORDS ii, iii, AND vi, AND AUGMENTED 
AND DIMINISHED CHORDS 


1. ALL THROUGH THE NIGHT = a 
" 


Welsh TRACK 189 TRACK 189 


Andante 


* use a major II triad 


2. 0 MON CHER AMANT from La Périchale Ld КУ 
i 


Jacques Offenbach (1819-1880) track190 TRACK 190 


3. AULD LANG SYNE = 1% 
i 


Scottish твАСК191 TRACK 191 


Moderato 


~ 
Мч 
кі 
о 
% 
gt 
@ Q2 
LIA. 
• 
[^] 
І = 
IMP d 
N 
D 
j 


elio È 
`x 
LL 
= 
e > 
РА 
$ 
“ 
Jl 
w 
кі 
ГІ 
~ 
=== 


4. WALTZING MATILDA = SS 
i 


Australian TRACK192 TRACK 192 


Moderato 
I vé vi IV$ I iii IV$ ме 
2 
H | === == | 
oe e Ф Ф ° e 
g 9 y e = = = 
mf 


eo” 
| 
| 
| 
LI 
||| 


= 
= 
ње 
< 
ле 


«№ ° 
А 
Баз 
N 
eu 
ІШ 
% 
% 
% 
% = 
о 
e 
И 


“р 
| 
| 
Uh 
11 
ІП) 
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5. JESU, JOY OF MAN'S DESIRING Е 
i 


Johann Sebastian Bach (1685—1750) твАск19з TRACK 193 


Moderato I IV6 I vi 
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FAMOUS ТНЕМЕ5 


1. THEME FROM BRIDAL CHORUS = fom Lohengrin 


|Ы х 


Richard Wagner (1813-1883)  TRACK194 TRACK 194 
Majestically 


F/C СТЕ Е Е/С i B/F СТЕ Е 
2 2 4 
== = = = m= 
ЕЕ ГА 
e- —- oe 
Ў 
2. ТНЕМЕ FROM THE ВАВВЕВ ОЕ SEVILLE Ge 
Li і 
Antonio Rossini (1792—1868) твАСК 195 TRACK 195 


Rapidly Am Am 


E7/Gt Am F E Am 
3 
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3. TREPAK from The Nutcracker Suite Ld a 
i 


Peter Ilyich Tchaikovsky (1840—1893) твАСК 196 TRACK 196 


Presto 
C/G G 
" 5> “da 2 = 5 — 
= | e e If e e e = = | 
aS cee C 
ej f = 
5 D7/Ft G рув G D/F с рун 
4 2 1 1 2 
# > о о о ө ө 
I === ===: 
> 
9 G C/G G 
45 sa. > EZ er 
# e e e e e e e u u 
== = Е 


= 
е È 
AE 
. M 
° 
° 
° 
° 
° 
° 
° 
154) 
• 
° = 
Ve 
DC 
pe 


4. THEME FROM DON GIOVANNI (La ci darem la mano)* 


"n 


Wolfgang Amadeus Mozart (1756-1791) тваск197 TRACK 197 


Andante 
G Am/C А/С D A/C D 


8 G D/Ft G р7 G 
4 ii а Ц =e 
- e 
5 |. ° -......-4--і | 


*“Give me your hand” (translation from Italian). 
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5. ТНЕМЕ from Symphony Мо. 40, K. 550 Ж 
k: | 


Wolfgang Amadeus Mozart (1756-1791) tRAcK198 TRACK 198 


Allegro Gm Gm 3— Gm 


6. MUSETTA'S WALTZ  /» La Bohème = a5 
i 


Giacomo Puccini (1858-1024) TRACK199 TRACK 199 


Moderato 
С Ет Е Рт 
5 T 2 аы 
3 | | = | 
о о о d о 
e—29 e _= 
mf 
5 G7 G7 A С С 2 —— 
| | 
= = | 1—e ° w e | ° 2-е P | { 2-.... | 
С Ет Е Dm 


| 


it 
| 
|| 
il 
| 
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7. LA DONNA È MOBILE (fom Rigoletto) Е & 
[| 


Giuseppe Verdi (1813—1901) тваск200 ТВАСК200 


Lightly 
E 


8. FÜR ELISE = i 
[| 


Ludwig van Beethoven (1770-1827) тваск201 TRACK201 


Росо moto Am Е? Am 
Буе с = ттын Ұй 52---- 
шш pre re === = 
p 
5 Am Е? Ат Ат 
== È 
# 
eS rim СЕНЕ 
10 C/G G Am E Am 
5 5 >= 
2 f ; ! 
ЕЕ ЕЕ ЕЕ 
=] — === — aX = 
16 EZ Am Am EZ Am 
„тее fi sess]; e ==== 
Y == I "— ke 
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9. ТНЕМЕ ЕВОМ LIEBESTRAUM 


Ы х 


ТВАСК 202 ТВАСК 202 


Franz Liszt (1811-1886) 


Moderato 


G В7 Е7 А7 
4 1 5 = 3 
i 1 e | e- e e e | 2 e | e | 
= e 
mp 
9 D7 G D7 B7 
# 2 3 
47 o 
& ile lee. e | 7 
17 E? А? р? С 
5 
— e e e Е Е | - | 
| e P e ° E 
10. THEME FROM PIANO CONCERTO 
NO. 2, OP. 18 (third movement) 
iov 
Sergei Rachmaninoff (1873—1943) тваск203 TRACK 203 
Moderato 
ВЬ/Е Е dim ВЬ/Е В? 
2 
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11. THEME FROM SYMPHONY МО. 9 


(“From the New World”) 


Ы х 


Antonin Dvořák (1841-1904) твАСК 204 TRACK 204 


Уірогоиѕ 
Dm Gm/D Dm Am Dm Dm Gm/D 
2 1 4 1 
2; | | = | | | 
4 о о š о d 


7 Dm A Dm A Gm Gm A A Gm A 
3 pM Lx 
aR 
| == ==: == == Не ЕТ 
e Ф о 
i NER С. 


13 
19 Dm Am Dm Dm Gm/D Dm A Dm 


STRUMMING ACCOMPANIMENTS 


Strumming is an accompaniment that uses both hands, while the melody is usually pro- 
vided by another individual or group, vocal or instrumental. This type of accompaniment 
is very effective for community singing activities. 

Іп strumming, it is important to remember that the /e/? hand plays individual tones 
of the chord. For example, with a C chord the left hand would play the root tone C most 
frequently and would perhaps alternate with G, the fifth of the chord. If extended use were 
made of the C chord as a harmony, the left hand would probably play E, the third tone, 
as well. 

The right hand plays a block chord, whether in root position or in first or second 
inversion. Notice that the left hand and the right hand always alternate in a strummed 
accompaniment. 

Play the following two examples of songs with strummed accompaniments while hum- 
ming the melodies. 


Strumming Accompaniments 


[565 


DIXIE 


Dan Emmett (1815—1904) 
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SWEET BETSY FROM PIKE 


American 


Moderato 


An easy way to practice strumming is to play the root of the chord with the left thumb, 
and then to play the fifth transposed down one octave with the fourth finger, as illustrated 
below. Practice playing this pattern in all keys. 
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Next, with the right hand, play major triads in root position in all the keys. Then до 
the same in minor. The right hand alternates with the left, which remains unchanged. 


Finally, with the right hand, practice these same triads in first inversion and then in 
second inversion through all the major and minor keys, as illustrated below. 


first inversion 


Sing or hum some of the melodies presented earlier in this unit while accompanying 
yourself with this strumming technique. Then, experiment with a few of your own strum- 
ming accompaniments. Try using the third of the chord in the left hand and try alternat- 
ing root-position chords and inverted chords in the right hand. 
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ARPEGGIO АССОМРАМИМЕМТ$ 


Diminished and Augmented Triads 


In addition to major and minor triads, diminished and augmented triads are often used in 
the accompaniments of popular songs. In the table below, note the way diminished and 
augmented triads are formed. 


triad C major C minor 

symbol С Ст 

formation lower the 
third tone 
one half 
step 


PRACTICE STRATEGIES 


C diminished 
C? (or C dim.) 
lower the third 
and fifth tones 
one half step 
(when starting 
from a major 


triad) 


C augmented 
Ct (or C aug) 
raise the fifth 
tone one half 
step 


First, practice the following four kinds of triads in all keys, with the left hand playing 
block chords in two octaves, until you are familiar with the difference in their sound. 


Finally, play the arpeggios as before, but omit the third tone from the first part of the 


arpeggio. 
| = о bes 
DE о | = | bo = фо | 
€» €» © 
жа? ол 75 З I1 080 а SM LEX 
5 5 5 5 
(02 1 3 2) (or2 1 3 2) 1 3 2) (or 2 1 
C Cm C ct 


Arpeggio Accompaniments 


Practice playing this pattern not only ascending but descending as well. Be sure to 


observe the correct fingering and look away from the keys as much as possible! 


Other strum accompaniments for you to try are shown next. 
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Next, improvise an arpeggio accompaniment for Even Though. In measure 23 play the 


arpeggio pattern as shown here. 


EVEN THOUGH 
ki 


Elyse Mach — ТВАСК205 TRACK 205 


Tenderly 
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MAJOR AND MINOR SEVENTH CHORDS 


In addition to the dominant seventh chord, the major and minor seventh chords are used 
frequently in the accompaniments of popular song melodies. All three of these chords 
are constructed similarly—they all have a third, fifth, and seventh tone above the root. 
A raised seventh distinguishes the major seventh chord from the dominant seventh 
chord, and a lowered third distinguishes the minor seventh chord from the dominant 
seventh chord: 


chord major seventh dominant seventh minor seventh 

symbol GM’ G’ Ст” 

formation start with a major start with a major start with a minor 
triad (root, third, triad (root, third, triad (root, third, 
fifth); add the fifth); add the fifth); add the 
eighth, forming an eighth, forming an eighth, forming an 
octave with the octave with the octave with the 
root; lower the root; lower the root; lower the 
eighth one half eighth one whole eighth one whole 
Step step step 


The easiest way to recognize the difference between the chords is to remember that 
the dominant seventh and minor seventh chords lower the octave one whole step, while the 
major seventh chord lowers the octave one half step. 

СМ” uses tones from the key of G major. It is called a major seventh chord because it 
uses the first, third, fifth, and seventh tones of the G major scale. 

As previously discussed, С? uses tones from the key of C major. It is called a dominant 
seventh chord because it is constructed on the fifth (or dominant) tone of that key. 

Gm? uses tones from the key of G minor. It is called a minor seventh chord because it 
uses the first, third, fifth, and seventh tones of the G minor scale. 
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PRACTICE STRATEGIES 


Practice playing major seventh, dominant seventh, and minor seventh chords in various 
keys, as illustrated below. 


CM” с” Ст? ЕМ7 F7 Fm” 


7 D? Dm? BIM? В? Вып” 


$ 
ини ig 


Next, practice the three seventh chords in an arpeggio pattern in the key of C, as illus- 


ko 
M 
Ma 
HH 
52228 


trated below. Play this pattern in various keys, ascending and descending. Be sure to 
observe the correct fingering. 


> — == = 
өө o 2 — = 79 
— О 5 3 2 1 — ©Ө 5 3 2 1 — O 5 3 2 1 
Кој 1 O 1 o 1 
5 5 5 
(or 2 1 3 2 1) (or 2 1 3 2 1) (or 2 1 3 2 1) 
G7 GM7 Gm7 
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SOMEWHERE МУ LOVE (Laras Theme from Doctor Zhivago) 


"n 


Music by Maurice Jarre (1924—2009) TRACK 206 TRACK 206 


Moderato 


м] 
(St 
Ку l —l 


©1965, 1966 METRO-GOLDWYN MAYER INC. АП Rights Controlled and Administered by EMI ROBBINS CATALOG INC. and 
ALFRED MUSIC. All Rights Reserved. Used by Permission of ALFRED MUSIC. 


*G 
t3 
ҖЕ 
>. Е "E 
etc. 
= —= e f (ө) # (ө) 
4 
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АТИ 
=} СТО Ру —] 
e 
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MORE (Theme from Mondo Cane) 


Using the arpeggio pattern, improvise an accompaniment to More and the other pieces 


that follow, changing the harmonies as indicated by the letter-name chord symbols. 
k: | ` 


Riziero Ortolani and Nino Oliviero ТВАСК207 TRACK 207 


Moderato 


Ре” 2-І g bg g . 1l 


Copyright © 1962 renewed and assigned CAM s.r.l. Rome, Italy, via Cola di Rienzo. 
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LETTER-NAME CHORD CHART 


The following chart lists every chord discussed in this unit in all major and minor keys. It 


will help you to quickly form the chords you will need to improvise accompaniments. 


кым” 


Ebm” 


Eb” 


Ebt 


Eb° 


Ebm 


Eb 


[577 


Letter-Name Chord Chart 


Ст? 


G) 


Gba 


Gb? 


Ст 


Gb 


Abm” 


Ab+ AM 


Ap? 


Abm 


Ab 


Bb 


Вь+ 


Bb? 


Bbm 


Bb 


7 


C 


+ 


ђ 


C 


ро 


C 


m 


ђ 


C 


Ch 
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ENSEMBLE PIECES 


NADIA'S THEME from “The Young and the Restless” 


B. De Vorzon and P. Botkin, Jr. 


(Arr. E. M.) 
5 
Very slowly % 5. mE у > 
== = L | LI 
,4 = = e 
Piano 1 p 5 2 1 
1 p 
j = = e e e e 
P © 
4 ж 
4 5 
rf 6 8 52" 8 2 5 $ 6 858 2 8 8 5 $ $ 
Piano 2 pp 
2 3 
jj О_о о-о о--о e о 
5 4-5 5 3 
= Е zs 
Ө: Oo 12 р —e2 f ta ux 
о 
2 ni Day 
Piano 1 521 
2-1 3 
© ` “|->. ee e ee 
e ee М. 
4 4 4 
2 2 2 
2 55 5 5 55 $$ 
Рјапо 2 
2 3 2 3 2 3 
У о-о cd Б 
70 e 70 —е 09 ө 


Nadia's Theme from THE YOUNG AND THE RESTLESS by Barry DeVorzon and Perry Botkin, Jr. © 1971 (Renewed 1999) SCREEN 
GEMS-EMI MUSIC INC. This arrangement © 2010 SCREEN GEMS-EMI MUSIC INC. All Rights Reserved. International Copyright 
Secured. Used by Permission. Reprinted by permission of Hal Leonard Corporation. 
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10 ГЬ Унна A MA 
== eee = E E (Re 2 e e 
4 7 2 — е 
e) 
Piano 1 — — | тр 
4 rr Ss 
aS 
— -aL 
3 To coda €) 
= 66665666 $ е 
Piano 2 — |р 
2 
> 
da ee e e e © g ee 
15 3 
2. е £ e. ө De 2 = " 
; == 
Piano 1 —— 
3 3 
5 e- e e oO < 
} $ $€ $ $ 585 98 92 
e) 
Piano 2 —— 
>. 2: 
2e—e ре ө о e è 
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Piano 1 


Piano 2 


Dal segno al coda 


23 
4 5 4 i È 
р е о-ө e е e = = 
= и 
— Co poco rit. 
Piano 1 = 
2 5 
—— = | e 
e—e e—c ee 
е) 1 2 
Dal segno al coda 
12 4 5 
је e 
Rd Ce 
Piano 2 3 5 poco tit. 
44.1. МЕР ЕТЕ 
= e e 
5 ot e <= e e о = 
? 9 e © 
== — 1 5 e 
2 1 521 
5 2 1 5 
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27 3 
o- ~ur ~~e = ® o |. TA ey 
> = 
Piano 1 тр rit. e dim. 
3 ~ 
БӨ e ө рв —ө e = ы 
“= 
Сода 
7$—9— 3 55$ € >2 5 5 3 
Piano 2 p rit. e dim. 
4 | 
2e о 29 о d 
5 
= ^N. e. uem UR Ue EN 
E T 8: S 
> 
Piano 1 pp 
1 т 
~ e 
b Z= © O 
e) 
3 
1 2 үт 
p DS 
> - 
— LH 
Piano 2 pp 
о 
р Va = = 


Dal segno al coda means to repeat from the sign % 
and play to the сода sign $ ог word сода; then 
skip to the next 9 ог coda and finish the piece. 


TAKE NOTE 
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EDELWEISS from The Sound of Music 


Richard Rodgers (1902-1979) 
Arr. by E. M. 


Piano 1 


Piano 2 


Piano 1 


Piano 2 


Edelweiss from THE SOUND OF MUSIC. Lyrics by Oscar Hammerstein II. Music by Richard Rodgers. Copyright © 1959 by 
Richard Rodgers and Oscar Hammerstein II. Copyright Renewed. This arrangement Copyright © 2010 by WILLIAMSON MUSIC. 
WILLIAMSON MUSIC owner of publication and allied rights throughout the world. International Copyright Secured. All Rights 
Reserved. Reprinted by permission of Hal Leonard Corporation. 
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Рјапо 1 


Piano 2 


Рјапо 1 


Piano 2 
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Piano 1 


Piano 2 
en rel 
I^. b I 
Piano 1 
Piano 2 


Ensemble Pieces 
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UNIT 13 


THIRTY-ONE PIANO CLASSICS 


his unit consists of thirty-one solo keyboard pieces from the Baroque, Classical, 
Romantic, and Contemporary periods. Each piece varies in difficulty, style, length, 


and form. The pieces have been arranged by period rather than by degree of difficulty. 
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1. TAMBOURIN 


The tambourin is a lively dance usually in duple time, popular in the French theater. It has 
a fast-moving melody with a repeated drone figure in the bass. 


Jean-Philippe Rameau (1683-1764)  TRACK208 TRACK208 


Presto 


= 
— =ч 
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2. RONDINO Е a 
i 


Jean-Philippe Rameau (1683—1764) tRAcK209 TRACK 209 


13 
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3. MINUET IN G from the Notebook for Anna Magdalena Bach 


|Ы х 


ТВАСК 210 ТВАСК 210 


Jobann Sebastian Bach (1685-1750) 


Moderato 
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4. ALLEMANDE 


The dance suite was ап important instrumental form of the Baroque period (roughly 
1600-1750). № consisted of a series of short dances or movements that were usually in 
AB (binary) form. A suite opened with an optional prelude, followed by an allemande, a 
courante, a sarabande, then one or more optional dances—such as a minuet, a bourrée, or 
a gavotte—and ended with a gigue. 

The allemande is a German dance (allemande in French means “Сегтап”) in 3 time 
with a moderate tempo. An allemande is frequently the first movement т a dance suite. 


Ы х 


Johann Hermann Schein (1586—1630) тваск 211 TRACK 211 


Moderato 
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5. ЗАВАВАМОЕ 


The sarabande is а slow, stately Spanish dance in triple time, frequently played with an 
accent on the second beat of the measure. 

This sarabande contains two trills in measures 4 and 15. A trill (tr) is an even alternation 
of two adjacent tones. Play the trills as written out in small notes. 


Arcangelo Corelli (1653—1713) твАск212 TRACK 212 


[| _L_[,L____arro_ j кй 
Г 
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6. MINUET IN A MINOR 


The minuet is a graceful seventeenth-century French dance in 3 time with a moderate 
tempo. Its name is derived from the French word menu (“small”), in reference, perhaps, to 
the small steps taken by the dancers. 


Johann Krieger (1651-1735) тваск2із TRACK 213 


Moderato 
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7. GAVOTTE 


The gavotte is а French dance in i time, with a moderate tempo. lt usually starts on the 


third beat of the measure. 
k | ` 


Johann Georg Witthauer (1750-1802) тваск214 TRACK214 


Moderato 
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8. BURLESKE from Notebook for Wolfgang 


Leopold Mozart (1719-1787) твАСК 215 TRACK 215 
Allegro 
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9. GYPSY DANCE (т) 


Franz Joseph Haydn (1732—1809) tRAcK216 TRACK 216 


Allegro 


gi 


а ~ 
бб | 9 — ? j 
Ah Г ЖШ. Og ae ү БЕН! [—] || 99 s i 
en 7 рр Oc — 
РЕ УИ БЕ mm И = a ү — 
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10. MINUETIN С 


Wolfgang Amadeus Mozart (1756-1791) tRAcK217 TRACK 217 


Andante 
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11. RUSSIAN FOLK SONG о». 107, No. 3 a 


i 
Ludwig van Beethoven (1770-1827) тваск218 TRACK 218 
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TRACK 219 TRACK 219 


үг 


Ор. 100, No. 2 


12. ARABESQUE 


An arabesque is described as a short, fanciful musical piece. 


Johann Burgmiiller (1806-1874) 


Allegro scherzando 


2 
№ 
Bo 
$ 
= 


Г мН EE EEEL E 
_____________________________ === р 


SY 
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risoluto 
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13. MELODY ( from Forty-Three Piano Pieces for the Young, Op. 68) 


Robert Schumann (1810-1856)  TRACK220 TRACK 220 


Moderato 2 


602| THIRTY-ONE PIAN0 CLASSICS 


14. NIGHT JOURNEY @ 


ú 
Cornelius Gurlitt (1820-1001)  TRACK221 TRACK221 


экш» Ku aa aI 
Е = 


mn ни Сн 
ЕЕ == ЕЕ "P = 


| 
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PITTI Пт 


др — : : qu 
— =— + 3 


| A A | l A A 


poco rit. 


15. SONATINA IN C MAJOR Ор. 39, №. 1 (First Movement) 


A sonata is an instrumental composition, usually containing three or four movements. 
Each movement has its own specific form. A sonatina is sometimes called a "little sonata," 
because it is usually shorter and simpler. 

The first movement is usually written in a sonata form (sometimes also referred to as 
sonata-allegro form). The sonata-allegro form consists of three sections. 


Section 1: Exposition —Two main themes are stated. The first theme is in the tonic 
key and the second theme is usually in the dominant. The section may conclude 
with a coda ("tail"), or winding-up passage. 
Section 2: Development—The themes and other materials from the exposition are 
treated freely. 
Section 3: Recapitulation —There is a restatement of the material in the exposition, 
but not an exact repetition. The second theme usually appears in the tonic. A coda 
may follow the recapitulation to bring the movement to its close. 

hi і 


Frank Lynes (1858-1913) тваск 222 TRACK 222 


АПегто 
Exposition (1st theme) 
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e | ue m.s —l 
(ionici 


(2nd theme) 


tesi, — — — ` E ey E iL ASTA ee rende 


` 
I 
| 
I 
5 
| 
` 
| 
š 


l'elenco dl ce Me fui nice — 1) dle li 


ND O css Oa 


Development 


Recapitulation (1st theme) 


[605 


Thirty-One Piano Classics 


(2nd theme) 


dim. 
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16. A PLEASANT MORNING о; 63, No. 1 


Jean Louis Streabbog (1835-1886)  TRACK223 ТВАСК223 


Allegro moderato 
1 peu EM 
— 


Bj 
MeL 
5% 
sì 
awe |000 


— í се 1 3 1 e e 2 ® o 1 3 
E Г © e е e e 
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8 4 1 3 3 
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17. ITALIAN SONG a 
" 


Peter Ilyich Tchaikovsky (1840—1893) TRACK224 TRACK 224 


9 n == == 
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18. ETUDE IN D MAJOR о) 108, No. 7 = a 
i 


Schytte (1848—1909) TRACK225 TRACK 225 


те 


— 


Pea 
ЕЕ == 


ires 


19. THE BEAR 


Vladimir Rebikoff (1866-1920)  TRACK226 TRACK 226 


Andante pesante 3 4 2 


612| THIRTY-ONE PIAN0 CLASSICS 


20. SPRINGTIME SONG ~ 2 from For Children, Vol. 1 


|| | 
Béla Bartók (1881-1945) track227 ТВАСК227 


Andante 


Springtime Song by Béla Barték. © Copyright 1946 by Boosey & Hawkes, Inc. Sole agents for Benelux States, British Commonwealth, 


France, Italy, Portugal, Scandinavian States, Spain, Switzerland, United Kingdom, USA. Editio Musica Budapest for all other countries. 
Reprinted by permission. 
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21. АЏ ЈАВОМ (То the Garden) к 


Alexandre Tansman (1897—1986) твАСК228 ТВАСК228 


= = 
> Í 2 1 
ó së; | mandi | 


ЕЕ ЕЕ ПРИ Яр 
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22. A CONVERSATION (о) 39, No. 7) 


Dmitri Kabalevsky (1904—1987) тваск229 TRACK 229 


Moderato 3 = 
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23. MOON DANCE (№. 2 from Mountain Idylls) 


Alan Hovhaness (1911-2000) tRAcK230 TRACK230 


Allegro (d. = 100-120) 


Moon Dance by Alan Hovhaness. Copyright 1955 (Renewed) by Associated Music Publishers, Inc. (BMI) International Copyright Secured. 


All Rights Reserved. Reprinted by Permission. 
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24. EVENS АМО 0005 


[| 
Robert Starer (1924—2001) твАСК 231 ТВАСК 231 


Allegretto 


9. S Ee _____" | 
(Ao 142% p 79 7 Я L И 
[1 4 | [E o] 


J тм 
(I, | с] _____ _r P_i 
LR 707 ______ C2 Ура 


Evens and Odds by Robert Starer. Copyright © 1979 UNIVERSAL MUSIC CORP. This arrangement © 2010 UNIVERSAL MUSIC 
CORP. All Rights Reserved. Used by Permission. Reprinted by permission of Hal Leonard Corporation. 
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25. AUTUMN IS HERE 


William Г. Gillock (1917—1993) твАск232 TRACK 232 


Slowly, with a singing tone 


poco rtt 


B 
B 


5 
p ] oe o oe [|P 


Autumn is Here by William ОШоск. © 1964 by The Willis Music Co. This arrangement © 2010 by The Willis Music Co. International 
Copyright Secured. АП Rights Reserved. Reprinted by permission of Hal Leonard Corporation. 
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26. MICROJAZZ Í в; No. 1 


Christopher Norton track 233 TRACK 233 


Steady 4 (J = с. 120) 


Ne 
® 

% 
% 
a 

Ne 

DT 

® 


| 
=== > 


= a 


Blues No 1 from MICROJAZZ I FOR PIANO by Christopher Norton © Copyright 1983 by Boosey & Hawkes Music Publishers Ltd. 
Reprinted by permission. 
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27. EARLY SPRING 


George Peter Tingley ТВАСК234 TRACK 234 


Quietly optimistic 


“Early Spring” by George Peter Tingley. © 1998 ALFRED MUSIC PUBLISHING СО., INC. All Rights Reserved. Used by Permission 
of ALFRED MUSIC. 
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28. FESTIVE DANCE 


Carolyn Miller track235 TRACK 235 


Festive Dance by Carolyn Miller. © 1996 by The Willis Music Co. This arrangement © 2010 by The Willis Music Co. International 
Copyright Secured. All Rights Reserved. Reprinted by permission of Hal Leonard Corporation. 
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*Coda means “a tail.” 
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29. RAZZ-MA-TAZZ Е a 
" 


Lynn Freeman Olson (1938—1987)  TRAGK236 TRACK 236 


Fast, happy 
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From HILLEY/ OLSON. Piano for Pleasure, 3E. © 1998 Wadsworth, a part of Cengage Learning, Inc. Reproduced by permission. 


www.cengage.com/permissions 


624| THIRTY-ONE PIANO CLASSICS 


30. PRELUDE NO. ТІМБ МІМОВ (Chaconne) 


The prelude is a short character piece that establishes and maintains a particular mood. 
This piece is based on a continuous variation of a series of chords, which is called a 


chaconne. 
k: і ` 


Robert D. Vandall твАсК237 TRACK 237 


Stately 
е e. e. е 
1 Ф ңе e + e P- e 9 
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cantabile 


E - 
4 
В C ЕН © ___—=~ = 
“Prelude No. 7 in B Minor” by Robert Vandall. © 2006 ALFRED MUSIC PUBLISHING CO., INC. All Rights Reserved. Used by 


Permission of ALFRED MUSIC. 
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31. ТО B ОВ МОТТОВНАТ = > 
" 


Catherine Rollin tRACK238 TRACK 238 
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“To В or Not То B Flat” by Catherine Rollin. © 1992 ALFRED MUSIC PUBLISHING СО., INC. АП Rights Reserved. Used Бу 
Permission of ALFRED MUSIC. 
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APPENDIX А 


SCORE READING 


THREE-PART TEXTURE 


Score reading involves the ability to read music from several staves simultaneously as well 
as the ability to read music written in clefs other than treble or bass. 

Various examples of score reading are provided here to acquaint you with the basics of 
the technique. 

The following exercises appear in three-part texture. 


• Play each part separately. 

e Play various combinations of 1-2, 1-3, 2-3. 

e Play the upper two parts with the right hand. Play the lower part with the left hand. 
• Practice playing all parts together. 


° Play asa three-part ensemble piece. 


Be sure to work out the fingerings and indicate them in the music. 
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Moderato 


1 = ° = еә ° 
тј 

7 e E < = e ° ө ө 
тр 

1 > e e e = 


| =; 
1ө 
i 
1 a d E d d == 
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TE рз Noo ЛЕ со сто М a 
|| II 
° $ 
i i 


Three-Part Texture [633 


634] SCORE READING 


Allegretto 


Andante 


Q $ à 
© è ® 
D 
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% 
* 
e 
% ° 
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FOUR-PART TEXTURE 


The following exercises appear in four-part texture. 


° Play each part separately. 
e Play various combinations of S—A, S-T, S-B, А-Г, А-В, and Т-В. 
° Play the S—A parts with the right hand. Play the T—B parts with the left hand. 


• Practice playing all parts together. 


° Play as a four-part ensemble piece. 


Be sure to work out the fingerings where needed and indicate them in the music. 


1. HUSH, LITTLE BABY 


American 


Moderato 


Soprano 


Alto 


Tenor 


Bass 
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2. RED RIVER VALLEY 


American Folk Song 


Andante 
== | РЕ Е ЕЕ Ге 2-і | 
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3. LONDONDERRY AIR (0 Danny Boy) 


Irish Folk Tune 
Arranged by Ken Iversen 


Soprano 


m |) ц 1 Ср С 
[ | de uu | j O jJ j — —L | 1 —À 
a 
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4. HOMEWARD BOUND 


When the staff marked tenor with an “8” below it is given, notes are to be sung or played 
an octave lower than the notes written in the treble clef. 
Play as a four-part ensemble. 


Ken Iversen 


Moderato 
posl 
Soprano € ә e e = 
Em 
mf 
о 
Alto € 
== ae e 
mp 
Tenor с я 
тр 
Bass e 2 
e 
mp 
e = e ө 
селен 
na 
Ф 
e e e 
ә e 
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5. SAILING 


Play the Тепог and bass parts together several times. Remember to drop the Тепог part 
down an octave. Add the alto part, and finally the soprano part. This example and those 
that follow can also be played as four-part ensembles. 


Ken Iversen 


Andantino 
5 — 
Soprano Ü 
- о ә d 
mp 
# 
^ 
Alto б 
=. eo =. = oe 
p 
1] 
Ж т 
Тепог f 
= о z 
2 p 
2-4 
Bass ex f 
<= о ce о 
е. 
р 
ое о s ә - <= s о о о 
# 
# 
=. - =. = - ө = ® g. 
P 
= — s K 
O e e ө. e 
8 
.й 
LIF. rr 
ot ot ce on : = € ce о 
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6. НУММ 


Ken Iversen 


Majestically 
4 22 2% 
бортапо "24 e о ә e e 0 e e 
f 
5 
Alto - 2% = s > Е == 
mf 
g 
Tenor т] РР Е o ð = а 
8 mf 
== © 
Bass ШУ) ө ө Ë = о с 
2 
mf 
4 = 
22 e > 
tf e 3 e 3 
mp f 
$ 
2 s E с e 23 e e 
p B if e ө 
“£ = e 2 = = e ә o = 
° p тј 
2 e ef e 
“t © о d о = 
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7. NEW CREATED WORLD excerpt from The Creation 


Allegro moderato 


Franz Joseph Haydn (1732-1809) 


# 
боргапо Е: с zi: — ое © o 
e psi 
mp 
# 
Alto nc 
e e e e e 
p 
£: — 
Tenor et e = Е В Е P e e d e e 
ы p 
2 e e = - 
Bass Hate E Е oo oo 
р 
bd о — 
k e e 77+ e 3 1 
= 


өр CE e Ө 2 2 i 
Pu = d а = e e = 2 1 
ip e e e e e 2 
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8. CHORALE excerpt from Cantata Мо. 140 


Johann Sebastian Bach (1685—1750) 


Andante 
, F^ 
Soprano > G = e- ee e о = =a 
= 
т 
b E ~ 
Alto 5 ре = = = = = = = 
> ce 
mp A 
(2 б 
Тепог e = e E = a e = e 
8 т 
; Pp b — — т = 
5 O e 2 = 
Bass Б € e = 
mp 


IND о «5 5“ 
%- ІҺ [TR 
) IN Q 
% 
у Q 
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ф а . 
JL ou 
КУ М Ф b 
b ф ф ф 
) 
% 
D Ф М 
è 
D $ 9 
Q 
IN 
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) 92 21) 9) 
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9. HOSTIAS excerpt from Requiem 


In the “Hostias” from Mozart’s Requiem, play your choice of a part or select various 
combinations of the soprano, alto, tenor, and bass parts while the instructor plays the 
accompaniment. 


Wolfgang Amadeus Mozart (1756—1791) 


Andante p 
() 
Soprano | о > (3) = |+ = = PE Ë E: =: = | 
In - ge - mis - co tam - quam 
f) D 
Alto (6 ? g = 3 = + F = 
In - ge - mis - co tam - quam 
() P 
5 In - ge - mis - co tam - quam 
Bas { FPP) = === 
In - ge - mis - со tam - quam 
— Г IN N 
Ре ee ——8 1— —á ———á— —3á- 
У, re 4 р 
- eel | 
kaa kk kÇ ЕЈ 
шшш шшш == 
4 oe? И 
и и и 
5 
ЕЕ: SSS 
re - и, cul - ра ru - bet vul tus 
() 
ены ЕЕ ЕЕ 
re - us, cul - pa ги - bet vu - tus 
ЕЕ ЕЕ: — SSS ЕЕЕ: 
ге - us, cul - pa ru - bet vu - tus 
DI E 
[2 {Fi —— —]1 
re - us, cul - pa ru - bet vul tus 
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се, 


š 


ex - au 


nem 
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ti 


H 


sup 


sup 


us, 


me 
me 


- tro 


la 


et 


- vi - sti, 


ab - sol 


am 
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MOVABLE CLEFS 
The Alto Clef 


The alto clef places middle C on the third line of the staff. This clef is used primarily by 
the viola. 


В ° 


middle С 


Practice the following alto clef exercises first with hands separately, then hands together. 


Andante 


EL e ө e 5 2 


тр 


3 a 2 = 


= e 


| 
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2. 


Allegretto 
4 ө = TP ” = e——e о ® 
+ — — | € 
mp p 
o e |C өсе е (ђе 9b Ж 
14 Е e È > 
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— be è e de e jo @ 
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| ee с 2 5 е 2 
— — = 
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2 о. 
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e 
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йорт SR 
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2 e e 1 


Movable Clefs |647 


4. RONDO excerpt from Sextet, Мо. 1, Op. 18 


Both parts are written in alto clef. First play through each individual part. Next, select one 
part and have a classmate or the instructor play the other part as an ensemble. Then play 
as written, using both hands. 


Johannes Brahms (1833—1897) 


Moderato > 

= 5 ; 777- 
——— жылт жиш МЕН астағы ЗЕН Е НЕ 

Viola 1 | z È e e e ү 

f espress. 

А — 

== MM eo -_ 
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/ espress. 
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f 
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t = e e < be S NS = = 
/ e 
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5. ЗАВАВАМОЕ 


Play the solo part while the instructor plays the accompaniment. 
Jobn Ernst Galliard (1680-1749) 


Adagio moderato 


E A 
1 == e 2 ша 
v = = l ы C L £ ft 
тр 
| | | | | | 
* 2 2 = 2 а 2 2 = 
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The Тепог Clef 


The tenor clef places middle C on the fourth line of the staff. This clef is used primarily by 
the cello and trombone. 


<> 
middle C 18 9 


Practice the following tenor clef exercises first with hands separately, then hands 
together. 


Andante 
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Allegretto 
Psa ~“ 
È 2 2 £ 2 > € > 
2 © 
+ 
mf 
f 2 
5 e 2 2 = e 
2. 
gr = 
2. е е е е s e e o ST a 
be ө Ф . be 
2 = > e e ó > 
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4. LONG, LONG AG0 


Practice playing the tenor clef part. Add the alto part, and finally the soprano part. The 


right hand will play the alto and soprano parts while the left hand plays the tenor clef part. 
This piece can also be played as a three-part ensemble. 


Tbomas Bayly (1797—1839) 


Moderato 
Soprano 2) = = e 4 e • 2 = H 
p 
— p = == 
Alto z; E Il === £ 2 2. ¿ ә i 
p 
Tenor z . == e——e = © 1 e о { d A i 
mp == E 
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р 1 = £ == = 
= = £ = === 
d о соо SE 
= ө e © e 
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FIGURED ВА55 


Figured bass was а Baroque practice of having numbers under the bass notes that indi- 
cated to the performer which harmony was required. 

A continuo is a keyboard instrument accompaniment that the soloist plays to provide 
a harmonic texture. Originally only a figured bass line, without chords being realized, 
was provided. 


Figured Bass Symbols 


Figured bass symbols are used to indicate intervals, accidentals, and other signs. Exam- 
ples and explanations of basic figured bass symbols are illustrated as follows: 


1. The numbers 5 and 3 indicate intervals of a fifth and a third above the note C. The triad 
that results in is C major in root position. 


фр 


5 
3 


2. The #3 indicates that the third should have a sharp (F becomes ЕР. The triad that 
results is D major. 


5 
#3 


3. An accidental that stands by itself (р) affects the note a third above the bass, which in 
this example is B-flat. The triad that results is G minor. 


» * ` 


| 
5 


4. A slash (^) through a number raises the note represented one half step (5 refers to A 
raised one half step to At; 3 refers to F raised one half step to FH) The triad that results 
is D augmented. 


= = 


5 
2 
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5. The 2 indicates that the third above the bass should be raised one half step from B-flat 
to B natural (5). 


6. Тһе)5 indicates that the fifth should be lowered а half step (G becomes G-flat), and the 
b3 indicates that the third should be lowered a half step (E becomes E-flat). The triad 
that results is C diminished. 


СЕ": —— 


5 _ »5 
3 01 


A. Write and play the triads as indicated Бу the figured bass symbols. 
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Close and Open Structure 


The way in which the three upper voices are spaced determines whether a chord is in close 
or open structure. 


Close Structure 


() . А 
LJ — — Notice that the upper three voices are as close together 
as they can be. 


Open Structure 


Skipped 
triad notes 


Notice that there is a skip of a triad note between the 
soprano and alto, and the alto and tenor parts. 


C. Analyze the following chords and indicate whether they are written in open or close 
structure. Use O for open, C for closed. 
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D. Write in the alto and tenor voices so that each chord will appear in close structure. 


Remember to double the root wherever possible. 


Figured Bass Symbols for Triad Inversions 


Examples and explanations of figured bass symbols for triad inversions appear below. 


1. The triad in its first inversion uses the figured bass symbol $. The number 6 is sufficient, 
however, to indicate the first inversion triad. 


833 
6 


2. The slash C^) through the 6 indicates that the interval of a sixth above the figured bass 
note be raised one half step (À to Ad). 


SCORE READING 


3. The sharp sign @) indicates that the third above the figured bass note be raised one half 
step (E to Ef). 


4. The triad in second inversion uses the figured bass symbol 9. Both of these numbers are 
necessary to indicate the triad in its second inversion. 


5. The slash (^), the use of a sharp È), or flat (b) symbol follows the same procedure with 
the second inversion triad, 9, as in the first inversion triad. 
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а. Write down the figured bass symbols for the given inverted triads. 


Melodies with Figured Bass 


H. Using the left hand to play the triads indicated by the figured bass symbols, play the 
following melodic examples for practice. 
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I. Write and play the triad inversions as indicated by the figured bass symbols. 
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LASSET UNS DEN NICHT ZERTEILEN 


excerpt from The Passion According to St. John 


Study the figured bass symbols of the keyboard part and how they are used in an excerpt 
of J. S. Bach's “Lasset uns den Nicht Zerteilen” from The Passion According to St. John. 
Then play your choice of a part or select various combinations of the soprano, alto, tenor, 
and bass parts while the instructor plays the accompaniment. 


Ј. 5. Bach 
Allegro (¿ = 88-100) 
Soprano |Р Z 5 3 = | = | = | 


( mf 
"e = | = Бр 


Las -set uns den nicht zer - 


тј Let us then not cut or 
Tore IF, 

Las -set uns den nicht zer - tei - 

mf Let us then not cut or tear 

* e 

Bass 525 y 7 7 y / и , r b = 2 ERES 
7 
Las -set uns den nicht zer - tei - len, son -dern dar - um 
Let us then not cut ог tear it, but draw lots for 
Allegro (¿ = 88-100) 
Keyboard 
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Sesser 7 1] 


Las - set uns деп nicht zer len, son -dern dar - um 
Let us then not cut or а it but draw lots for 


А 


tei - len, son -dern dar - um lo - sen, 
tear it, but draw lots for choos - ing 
( - Y Y 
—— Ep =< «= «+= 
Ма”, |9, --------- — 
- len, son -dern dar - um lo - sen, wess er 
— it, but draw lots for choos - ing whose it 


| J L 

ЖЕУ x =..zz== o=. == ===. === 

[yU g p 
b 


‚ +, s s 


7) 2 2-5 


мө? rece _-_ 1 1; е...) 


LI a Ő ls — — 
Жусу mas a EE Ee = 
ге 


HD 
lo - sen, wess er sein soll, 

^ choos - ing whose it shall be, 

=: = = E 3 + | = : 

wess er sein soll, 

; whose it shall be, 

(cei j i | = E= =Z Z=== == 
sein soll, Las -set uns den nicht zer - 
shall be, Let us then not cut or 


Las -set uns den nicht zer - tei - 
Let us then not cut or tear 


| 
LA 
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= ЕЕ Е = 


Las -set uns den nicht zer tei - 
Let us the not cut or tear 


Las - set uns den nicht zer - tei - son -dern dar - um 
Let us then not cut or tear it, but draw lots for 
tei - len, son -dern dar - um lo - sen, 
tear — c it, but draw lots for choos - ing 
"~ 
ле сәсе =.===== === == 
- len, son -dern dar - um lo - sen, wess er 


but draw lots for 


e А еже теи 


- len, son -dern Яаг - ит lo - sen, wess er 
== it, but draw lots for choos - ing whose it 


wess er sein soll, Las -set uns den nicht zer - 
whose it shall be, Let us then not cut or 


sein soll, 
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sein soll, Las -set uns den nicht zer - tei - 
shall be, Let us then not cut or tear 
0 
ААА АА TETTE 
cU [Y LY N N h. N N $ Г 
Las - set uns den nicht zer - tei - len, son -dern dar - um 
Let us then not cut or tear it, but draw lots for 
, 

—— oc — a | 
1А Ји ee ©. НИ 
ААА ЕЕ | г ff} == е—— 

tei - len, son -dern dar - um lo - sen, 
кад it, but draw lots for choos ing 


Las - set uns den nicht тег - 
Let us them not cut or 


- len, son -dern dar - um lo - sen, wess er 
Z it, but draw lots for choos - ing whose it 
cresc. 
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lo - sen, wess er зет soll, las - set uns den 
choos - ing whose it shall be, let us then not 
f cresc. 
wess er sein soll, las - set uns den nicht zer - 
whose it shall be, let us then not cut or 


tei - len, son -dern dar - um lo - sen, 
tear it, but draw lots for choos - ing 
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for choos -ing whose it 


lo - sen, wess er 
choos -ing whose it shall 
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APPENDIX В 


VOCAL AND INSTRUMENTAL 
ACCOMPANIMENTS 


These suggestions will be helpful in learning to play more quickly and effectively the vari- 
ous vocal and instrumental accompaniments that appear on the following pages. 


e Study the harmonic structure of the accompaniment. 


® Familiarize yourself with the rhythm of the solo part and the accompaniment. Using 
a metronome, try tapping out the rhythm of the solo part with your right hand while 
tapping out the rhythm of the bass clef accompaniment with the left hand. 


° Play through the solo part slowly enough so that you can carefully listen to yourself. 

e Play the accompaniment part slowly enough so that you can carefully listen to yourself. 
• Play and record the solo part. Then play the accompaniment to the recorded solo. 

e Keep moving your eyes ahead of what you are playing. 


* Dont stop to correct yourself. Isolate the difficulties and work them out later. 


Vocal and Instrumental Accompaniments 
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CAMPTOWN RACES 


Stephen Foster (1826-1864) 
Arr. by Ken Iversen 


Lively 
mf 
=== |: ЕЕК: | 
The Camp-town la - dies sing this song Doo - dah! 
come down day withmy hat caved in Doo - dah! 
he pic в — ——. 
= @ @ ©- = 
Piano mf' 
== == т===е=ж=ж= 
ж Ы ж 
4 
=== | = ; 
доо - dah! The Camp - town гасе - track five miles long 
doo - dah! I go Баск home witha pocket fullof tin 
= È i i i i 
== ; ; ; ; ; 
ө © © 
í П. 2. 
N 
2—2 e: | 7 у | 5 i | 
Oh! doo - dah day! I day! 
Oh! doo- dah 
=== === ; | 
T T d = 
== ‚|| 
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Vocal and Instrumental Accompaniments 


10 
e- $2: ° 
: | = у Ë 
Goin to run all night! Goin to run all 
> і =: i = i = 
= * Е 
? i i e i e Іі 
13 
b—2- | | e 
day! ГП bet my топ -еу ae he bob - tail nag 
Е i i i 
e = * < © 
: š š і š š 
= e 
16 
о е ® о 7 | 
some bo dy bet on the bay. 
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T T P 
<= i i 7 
Ф Ф 
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OH! SUSANNA 


Stephen Foster (1826-1864) 
Arr. by Ken Iversen 


Allegretto 
т 
Ta ' 
ЕЁ e s = | 
o a e ә 
Т. come from Al - а - ba - та with my ban - jo on my 
тата all night the day I left, the wea-ther it was 
Е 
E = i i i i t 
Piano mf 
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Vocal and Instrumental Accompaniments 


HEIDEN-ROSLEIN (Rose on the Heath) (excerpt) 


Franz Schubert (1797—1828) 


Lieblich (lovely, melodious) 


Once a boy a wild - rose_ spied, In the hedge-row grow ing; 
Sah ein Kaab' ein Rós - lein. steh'n, Rós-lein auf der Hei den; 


Piano 


Fresh in all her youth - ful__ pride, When her beaut - ies de - scried, 
war so jung und mor - gen - schón, lief er schnell, es ! zu. . seh'n, 


in his heart was. glow ing. Lit - Че wild rose, wild - rose_ red, 
mit . vie - len . Freu - den. Rös- lein, Rós-lein, R6s- lein— roth, 
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a tempo 


È } = = 
= == | 
In the hedge-row grow - ing. 
Rós-lein auf der Hei - den. 
= Ра 
> 4 
7 2 Z e 5 e e == Р e — о 
-ө- М2 — 
a tempo — = a 
. 7 s Ф. = е Ф 
Е. 
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ICH GROLLE NICHT excerpt from Die Dichterliebe Op. 48, No. 7 


Robert Schumann (1810-1856) 
Nicht zu schnell (no too fast) 


und wenn das Herz. 


“Ich Grolle Nicht, Op. 48 No. 7” by Robert Schumann from Schumann Fifty-Five Songs Copyright © G. Schirmer, Inc. International 
Copyright secured. АП Rights Reserved. Used by permission. 
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Her-zens Nacht, das weiss ich längst. 
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SHE'S LIKE THE SWALLOW 


Newfoundland Folk Song 
Arranged by Carl Strommen 
Tenderly (J = ca. 84-88) Edited by Jay Althouse 


Ф = 
1: ја 
тр 
— аа 2 — 7 == 


ET 


а carefully throughout) 


mp a tempo 
{ e e d e e 
= r 
She's like the swal - low that flies so 
Жы ір = £: = - 
a tempo 
= " = Ф =. 


e: 


= ө 


= 
high. She's like the riv - er that nev - er runs 


2 > | ж. 


= e — e 


© - 


"She's Like the Swallow” from Folk Songs for Solo Singers, Volume 1 (#21838). Copyright © 2003. Reprinted with permission of Alfred 
Publishing Co., Inc.: www.alfred.com. 
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mp rit. 
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VIOLIN SONATA, ОР. 25, NO. 5 (excerpt) 


Ludwig van Beethoven (1770-1827) 


Allegro 


Violin 


Piano 
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(excerpt) 


SCOTCH DANCE 


Ludwig van Beethoven (1770-1827) 


Allegretto 
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WENDE DICH, HERR (excerpt) 


Andreas Hammerschmidt (1612-1675) 
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APPENDIX C 


MAJOR АМО HARMONIC 
MINOR SCALES AND 
ARPEGGIOS IN 

TWO OCTAVES 


lay the major and harmonic minor scales and corresponding arpeggios in two octaves, 

first with hands separately, then with hands together. Also try practicing the scales 

using cluster techniques as illustrated earlier on pages (290—291). The arpeggios may 
be clustered in three-note groupings as well. ТТТ 


Other ways of playing the scales are with shifting accents such as 9 9 groupings 


and JJJ). Then play the scales, using various slur groupings like : 


Other suggestions would be to play one hand more loudly than the — “—~ 
other, and then the reverse. Or play the right hand legato while playing the left hand 
staccato, and then the reverse. 
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MAJOR SCALES AND 
ARPEGGIOS IN TWO OCTAVES 
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А filled circle (•) above the fingering indicates a black key. 
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APPENDIX D 


THREE PATRIOTIC 
SONG ARRANGEMENTS 


Easy-to-play arrangements of three patriotic songs, America, America the Beautiful, and The 
Star-Spangled Banner, appear in this section. 

For students who will be working in the classroom, these pieces are essential to learn 
to play. 
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AMERICA THE BEAUTIFUL 


Words by Katharine Lee Bates (1859-1929) k: і ` 


Music by Samuel Augustus Ward (1847-1003)  тваск2ва TRACK 264 


Moderato 
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THE STAR-SPANGLED BANNER 


The Star-Spangled Banner can also be played, if preferred, in the key of Ађ major by 
changing the key signature to four flats and observing accidentals wherever necessary. 


Words by Francis Scott Key (1779-1843) L і ` 


Music by John Stafford Smith (1750—1836) 
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Tempo Terms 
Presto 
Vivace 
Allegro 
Allegretto 
Moderato 
Andantino 
Andante 
Adagio 
Lento 
Largo 
Grave 


Change-of-Tempo Terms 
A tempo 

Accelerando (accel.) 

come sopra 

Meno mosso 

Più mosso 

Rallentando (rall.) 
Ritardando (vit., ritard.) | 
Ritenuto (үЙеп.) 


APPENDIX Е 


PERFORMANCE TERMS 
AND SYMBOLS 


very rapidly 

quickly; spirited 

fast; lively 

moderately fast; slower than Allegro 
moderately 

somewhat faster than Andante 
at a walking pace 

rather slow; leisurely 

slow 

slow; broad 

very slow; solemn 


return to original tempo 

gradually increasing in tempo 

as above; pertaining to the tempo given above 
with less movement or motion 

with more movement or motion 


gradually slowing in tempo 


immediately slowing in tempo; also used synonymously with 
rallentando and ritardando 


Performance Terms and Symbols 
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Dynamic Terms 
Crescendo (cresc.) 
Decrescendo (decresc.) 
Diminuendo (dim., dimin.) J 
Pianissimo (pp) 
Piano (p) 

Mezzo piano (mp) 
Mezzo forte (тј) 
Forte (f) 

Fortissimo (ff) 
Sforzando (sf. sfz) 


Other Terms 
Animato 
Cantabile 

Coda 

Con forza 

Con moto 

Da capo (D.C.) 
Da capo al coda 


Da capo al fine (D.C. al fine) 
Dal segno (D.S.) 
Dal segno al coda 
Dal segno al fine 
Dolce 

Espressivo 

Fine 

Giocoso 
Grazioso 
Intenzionato 
Legato 

Leggiero 

Lunga 

Maestoso 
Marcato 
Marziale 

Meno 

Molto 

Mosso 

Pesante 

Più 

Poco 

Risoluto 
Scherzando 
Sempre 

Senza 

Simile 

Sostenuto 

Subito 

Troppo 

Una corda 


gradually becoming louder 
gradually becoming softer 


very soft 

soft 

moderately soft 

moderately loud 

loud 

very loud 

strongly accented; with an emphatic stress 


animated; with spirit 

in singing style 

a concluding section of a few measures at the end of a composition 
with forcefulness; stressed 

with motion 

repeat from the beginning 

repeat from the beginning and play to the coda sign (9); then 
end with the coda 

repeat from the beginning to Fine, the finish or end 
repeat from the sign $$ 

repeat from the sign $$ to the Coda 
repeat from the sign $$ to Fine 
sweetly; delicately 

expressively 

at the end of a composition 
humorously; playfully 

gracefully 

in a deliberate manner 

smoothly; connected 

lightly; nimbly 

long 

majestically; with dignity 

marked; stressed 

in a march-like manner 

less 

much 

with agitated motion 

heavily 

more 

little; a little 

boldly 

playfully 

always 

without 

in the same manner; similarly 
sustained 

suddenly, at once 

much; too much 


soft pedal 


PERFORMANCE TERMS AND SYMBOLS 


Symbols and Signs 
> — V 


T 


accent mark—a sign placed over or under a note to indicate stress 
or emphasis 


arpeggio—a sign placed before a chord to indicate that the notes 
are to be quickly rolled, one after the other, from bottom to top; 
harplike 


breath mark—indicating a brief pause before resuming 


a cluster of notes to be played simultaneously, usually with the 
palm of an open hand, or the arm 


crescendo—gradually becoming louder 

decrescendo or diminuendo—gradually becoming softer 
first and second endings 

fermata—indicates a hold or pause 


glissando—a sweeping sound produced by pulling one or more 
fingernails rapidly over the keys 


4 


a meter signature standing for common time; same as 4 
a meter signature standing for cut time (alla breve); same as 3 
metronome marking 

pedal markings 

repeat bar line 


staccato mark—a dot placed under or over a note to indicate that 
the note is to be played detached, nonlegato 


staccato mark—indicates a very short staccato note 

tremolo—a rapid alternation of two pitches of an interval larger 
than a second 

trill—an even alternation of two adjacent tones 


triplet—a group of three notes played in the same time as two 
notes of the same value 


8va octava—means to play eight notes higher than written 


quindecima—means to play 15 notes, ог two octaves, higher than 
written 


Performance Terms and Symbols 
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Aaronss Song (Peirick), 160 

Aeolian Lullaby (Hansen), 481 

Ah, Vous Dirai-Je, Матап?, 349 

All Through the Night (Welsh), 557 

Allegretto (Diabelli), 107 

Allegro (Kabalevsky), 164 

Alleluia, 242 

Allemande (Schein), 592 

Aloha Oe (Liliuokalani), 552 

Alouette, 274 

Amazing Grace, 10, 217 

America (Carey), 698 

America the Beautiful (Bates and Ward), 
699 

Apple Street Rag, 351 

Arabesque (Burgmüller), 600 

Arkansas Traveler, 10 

Au Clair de la Lune, 448 

Au Jardin (Tansman), 614 

Auld Lang Syne, 10, 558 

Aura Lee (Poulton), 19, 21 

Austrian Folk Song, 191 

Autumn [5 Here (Gillock), 618 


Bagpiper’s Strut, 317 
Banks of the Ohio, 227 
Barcarolle (Finney), 527 
Barcarolle (Offenbach), 347 
Battle Hymn of the Republic (Steffe), 358 
The Bear (Rebikoff), 612 
Beautiful Brown Eyes, 228 
Bells of London, 192 
Belly-Button Blues, 248 
Big Ben, 410 

Black and White, 83 
Blue-Note Blues, 256 
Blues Beat, 257 

Boogie Beat, 43 
Boogie-Woogie Blues, 422 
Breezes Are Blowing, 90 
Burleske (Mozart), 596 


Calico Rag (Alexander), 329-330 
Calisthenic Studies, 237 

Calypso Beat, 117—118, 374, 376 
Camptown Races (Foster), 553, 666 
Canon (Pachelbel), 172, 177—178 
Carol of the Drum (Davis), 398 
Casey Jones, 102, 374, 376 

The Cathedral in the Snow (Duke), 531 
The Chase (Applebaum), 396 
Chilean Folk Song, 193 

Chorale (Bach), 643 

Christmas Day Is Come, 242 


A Christmas Carol, 313 
Chromatic Blues, 491 
Chromatizone Rag (Collins), 493 
The Contest (Gurlitt), 59 

A Conversation (Kabalevsky), 615 
Conversational Blues, 429 
Courante (Wells), 450-451 


Dance (Kabalevsky), 251 

Dance (Schytte), 418 

Dance of the Sugar Plum Fairy 
(Tchaikovsky), 508 

Dark Eyes, 472 

Dixie (Emmett), 566 

Dona Nobis Pacem, 552 

The Donkey, 111-112 

Dorian Accompaniment (Iversen), 65 

Drink to Me Only with Thine Eyes, 216 

Du, Du Liegst Mir Im Herzen, 342 


Early Spring (Tingley), 620 
Ecossaise in C Major (Schubert), 362 
Edelweiss (Rodgers), 583 

English Folk Song, 195 

The Entertainer (Joplin), 352 

Erie Canal (Allen), 151 

Etude (Gurlitt), 419 

Etude in A Minor (Beyer), 164 
Etude in A Minor (Gurlitt), 474 
Etude in D (Beyer), 121 

Etude in D Major (Schytte), 611 
Etude (Köhler), 495 

Etude (Schytte), 478 

Etudes in A flat Major, 196 

Etudes in Syncopated Rhythm, 350 
Even Though, 571 

Evening Tide, 99 

Evens and Odds (Starer), 617 

Every Night When the Sun Goes Down, 389 


Fanfare, 179 

Feelin’ Good, 46—47 

Festive Dance, 233 

Festive Dance (Miller), 622 

Fiesta Time, 96 

Finger Builder Exercise (Wieck), 371 
Finger-Extension Exercise (Hanon), 506 
Finger-Extension Study (Hanon), 439 
Finger Strengthening Exercise (Liszt), 371 
Five-Finger Exercise (Hanon), 325 
Five-Finger Studies, 154 

Flemish Folk Song, 108 

Folk Dance (Rahbee), 541—542 

Folk Song (French), 139, 197 


TITLE INDEX 


Folk Song (German), 197 

Follow Me, 116-117 

For the Beauty of the Earth (Kocher), 52, 
54-55 

For the Kid Next Door (Stravinsky), 539 

Frankie and Johnny, 339-340 

French Folk Song, 228 

Fiir Elise (Beethoven), 563 


Сайё Parisienne (Offenbach), 348 
Galop (Wells), 513—514 

The Galway Piper, 303 

Gavotte (Witthauer), 595 

Gentle Rain, 235 

German Dance, No. 2 (Haydn), 314 
German Dance (Beethoven), 315 
German Folk Song, 197 

German Tune, 198 

Git Along, Little Dogies, 243 
Goin' West, 364 

Greensleeves, 471 

Gypsy Dance (Haydn), 597 


Hallelujah! (Mier), 520 

Hatikvah (Israeli), 468 

Heart of Space (Kowalkowski), 122 

Heiden-Réslein (Schubert), 670 

Hello, Ma’ Baby (Howard and Emerson), 
378-379 

He's Got the Whole World in His Hands, 
357 

Hey Lidee, 199 

High Noon, 483 

Highlander Tune, 56 

The Highlands, 355 

Homeward Bound (Ken Iversen), 639 

Hostias (Wolfgang Amadeus Mozart), 644 

Hunting Horns (Theodore Oesten), 408 

Hush, Little Baby, 550, 636 

Hymn (Iversen), 641 


Ich Grolle Nicht (Schumann), 672 

I'd Like to Teach the World to Sing, 10 
Imitation and Inversion (Bartók), 152 
In Church (Bastien), 412 

In Praise, 19-20 

Invention For Piano (Diemer), 534 
Inversion Studies, 441 

Irish Washerwoman, 311 

Italian Song (Tchaikovsky), 609 

It’s Up to You, 68 


Jacob’s Ladder (Spiritual), 554 
Japanese Gardens, 203 
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A Jazz Waltz (Keveren), 41 

Jesu, Joy of Man's Desiring (Bach), 559 
Jingle Bells (Pierpont), 229 

Joshua Fought the Battle of Jericho, 468 
Joyful Day (Lów), 214-215 

Jumping Jacks (Rahbee), 533 


Keep in the Middle of the Road, 302 
Knock About (Iversen), 446 
Kum Ba Ya, 299 


La Cinquantine (Marie), 172, 174 

La Cucaracha, 312 

La Donna é Mobile (Verdi), 563 

Lady Moon (Olson), 355-356 

Land of the Silver Birch, 76 

Lasset Uns Den Nicht Zerteilen (Bach), 660 

Lavender's Blue (Old English Folk Song), 
549 

Little River, 52—53 

Little River Call, 204 

A Little Joke (Kabalevsky), 252 

A Little Rondo (Tiirk), 361 

A Little Scale (Türk), 308 

Londonderry Air, 638 

Long, Long Ago (Bayly), 550, 652 

Love Somebody, 44-45, 150 

Lullaby (Köhler), 331 

Lydian March (Duke), 485 

Lyric Piece (The Children’s Musical Friend) 

(Wohlfahrt), 79-80 


Major-Minor Scale Study (Czerny), 507 
March (Tiirk), 200 

Marche Slav (Tchaikovsky), 473 
Marching (Iversen), 30 

Mary Ann, 300 

Melody (Kabalevsky), 236 

Melody (Kéhler), 120 

Melody (Schumann), 602 

Melody Study (Bartók), 91 
Memories, 31 

Merrily We Roll Along, 10 
Merry-Go-Round (Foote), 135—136 
Mexican Hat Dance , 309 

Michael, Row the Boat Ashore, 298 
Microjazz I (Norton), 619 

Minuet in A Minor (Krieger), 594 
Minuet in C (Mozart), 598 

Minuet in G (Bach), 590 

Minuet (Reinagle), 120 

Missa Ramgoat, 380—381 

Monday Blues, 94—95 

Moon Dance (Hovhaness), 616 
Moonlit Sea (Keveren), 165 

More (Ortolani and Oliviero), 576 
Morning, 84 

Morning Has Broken, 50—51 
Morning Mist, 522 

Moroccan Caravan, 470 

Mostly Upward, 163 

Moving Along (Gurlitt), 199, 295 
Moving Around (Kabalevsky), 251 
Musetta’s Waltz (Puccini), 562 

My Hat, It Has Three Corners, 342-343 
Mysterious Corridors, 119 


Nadia’s Theme (De Vorzon and 
Botkin, Jr.), 579 
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Name That Tune, 523 

Navy Blues, 492 

New Created World (Haydn), 642 

New River Train, 549 

A New Fanfare, 417 

Night Journey (Gurlitt), 603 

Nobody Knows the Trouble Гуе Seen, 313 


O Mon Cher Amant (Offenbach), 557 
Ode to Joy (Beethoven), 19, 150 

Oh! Susanna (Foster), 305, 668 

Ole!, 103 

On the Town (Iversen), 100—101 

On Top of Old Smoky, 346 

Oregano Rock, 392 

Over Easy Blues, 426 

Over the Waves, 551 


Pagoda, 48 

Pattern Improvisation (Kowalkowski), 538 
Perpetual Motion, 401 

Persian Scene, 92 

A Pleasant Morning (Streabbog), 607 
Pomp (Persichetti), 524 

Prelude No. 7 in B Minor (Vandall), 625 
Prelude (Schytte), 414 

Prelude (Wohlfahrt), 175-176 

Pyramids Afar, 162 


Quand J’Etais Chez Mon Pere, 276 


Razz-Ma-Tazz (Olson), 624 
Razzle Dazzle (Evans), 133—134 
Red River Valley, 637 
Repeated-Note Study, 442 

Rock for Two, 81 

Rock It!, 32 

Rock of Ages (Hastings), 313 
Rocker (Kowalkowski), 496 
Rockin’ Blues, 258 

Rondeau (Mouret), 372 
Rondino (Rameau), 589 

Rondo (Brahms), 648 

Round and Round (Hilton), 306 
Round the Corner Boogie, 250 
Rumba (Hengeveld), 270, 272 
Russian Folk Song (Beethoven), 599 
Ryan’s Song, 17-18 


Sahara, 93 

Sailing (Iversen), 640 

Saint Anthony Chorale (Haydn), 555 
Sakura, 480 

Sakura Sunrise, 34 

Sapporo Sunset, 205 

Sarabande (Corelli), 593 
Sarabande (Galliard), 649 
Saturday Smile (Olson), 400 
Scale Study (Czerny), 307 
Scaling Pyramids, 476 

Scaling the Blues, 421 
Scarborough Fair, 482 

Scherzo (Diabelli), 268—269 
Scherzo (Kabalevsky), 393 
Scotch Dance (Beethoven), 680 
Scotch Dance (Kuhlau), 360 

A Sea Chantey, 469 

Seashore (Finney), 529 

Shades of Blue (Starer), 535 


Shall We Gather at the River (Lawry), 230 

Sharp Four (Frackenpohl), 486, 500 

She’ll Be Comin’ Round the Mountain, 332 

Shepherd Pipes (Salutrinskaya), 488 

Shepherd’s Song (Beethoven), 42—43 

She’s Like the Swallow, 674 

Ships Ahoy, 391 

Shoestring Boogie, 97-98 

Simple Gifts, 297 

Somewhere My Love, 574 

A Sonata Theme (Mozart), 114 

Sonatina in C Major (Lynes), 604 

South American Folk Song, 198 

Spanish Folk Melody, 484 

Spring (Vivaldi), 137 

Springtime Song (Bartók), 613 

The Star-Spangled Banner (Key and Smith), 
700 

Starting the Blues, 253 

Starts of the Heavens, 390 

Steamroller Rock, 247 

Steeplechase (Gurlitt), 406 

Step Along Blues, 420 

Step Around Blues, 427 

Stepping Down in C, 88 

Stepping Up in C, 87-88 

Stompin!, 104-105 

Streets of Laredo, 555 

Studies in B Major, 240 

Studies in E flat Major, 194 

Study (Bartók), 245 

Study (Beyer), 418 

Sugarloaf Mountain (Stevens), 510 

Summer Breezes, 78 

Sunset (Alexander), 327—328 

Surfing (Evans), 61-62 

Swedish Folk Song, 198 

Sweet Betsy from Pike, 567 


Tag Along, 82 

Take Me Out to the Ball Game (von Tilzer 
and Norworth), 556 

Taking a Chance, 69 

Tambourin (Rameau), 588 

Tango Dream (Kowalkowski), 365 

Teasing (Türk), 314 

The Strawberry Roan, 296 

Theme from Bridal Chorus (Wagner), 560 

Theme from Don Giovanni (Mozart), 561 

Theme from Liebestraum (Liszt), 564 

Theme from Piano Concerto No. 2, Ор. 18 
(Rachmaninoff), 564 

Theme from Symphony No. 9 (Dvořák), 
416, 565 

Theme from Symphony Мо. 40 (Mozart), 
562 

Theme from the Barber of Seville (Rossini), 
560 

This Land Is Your Land (Guthrie), 
238-239 

Time-Clock Blues, 249 

To B or Not to B Flat (Rollin), 628 

Tranquility (Gretchaninov), 443 

Trepak (Tchaikovsky), 561 

Triads On the Run, 407 

Twilight (Olson), 410 

Two Etudes (Beyer), 60 

Two Etudes in A Major, 113 

Two Studies, 234 


Two Studies in Š Time, 107 
Two Tone (Hansen), 526 


Up and Down Blues, 428 


Venetian Waltz, 477 

The Village Prophet (Rousseau), 495 

Violin Sonata, Op. 25, no. 5 (Beethoven), 
679 

Vivace (Gurlitt), 201 


Vive La Compagnie, 341 
Volga Boatman, 467 


Walking’ Through Blues, 255 

Waltz (Wohlfahrt), 212-213 

Waltzing, 49-50 

Waltzing Matilda, 558 

Warm-Up Study in G flat Major, 110 

The Washington Post March (Sousa), 553 
Wende Dich, Herr (Hammerschmidt), 681 


Wheels, 117 

When I Come Back, 312 

When the Saints Go Marchin’ In, 231—232 
Whistle Daughter, 181 

White-Note Clusters (Finney), 528 
William Tell Overture (Rossini), 551 
Winter (Finney), 530 


Zulu Farewell Song, 241 
Zum Gali Gali, 151 
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Alexander, Dennis, 327—330 
Allen, William, 151 
Althouse, Jay, 674 
Applebaum, Stan, 396 


Bach, Johann Sebastian, 559, 590, 643, 660 

Bartók, Béla, 91, 152, 245, 418, 613 

Bastien, Jane Smisor, 412 

Bates, Katharine Lee, 699 

Bayly, Thomas, 550, 652 

Beethoven, Ludwig van, 42-43, 315, 563, 
599, 679-680 

Beyer, Ferdinand, 60, 121, 164 

Botkin, Perry, 579 

Brahms, Johannes, 648 

Burgmiiller, Johann, 600 


Carey, Henry, 698 

Collins, Ann, 493 

Corelli, Arcangelo, 593 
Czerny, Carl, 307, 440, 507 


Davis, Katherine K., 398 

De Vorzon, Barry, 579 

Diabelli, Anton, 107, 268—269, 393 
Diemer, Emma Lou, 534 

Duke, David, 485, 531 

Dvořák, Antonin, 416, 565 


Emmett, Dan, 566 
Evans, Lee, 61-62, 133—134 


Finney, Ross Lee, 527—530 

Foote, Arthur, 135—136 

Foster, Stephen, 305, 553, 666, 668 
Frackenpohl, Arthur, 486, 500 


Galliard, John Ernst, 649 

Gillock, William L., 618 

Gretchaninov, Alexander, 443 

Gurlitt, Cornelius, 59, 199, 201, 295, 406, 
419, 474, 603 

Guthrie, Woody, 238-239 


Hall, Pauline, 102, 374, 376 
Hammerschmidt, Andreas, 681 

Hanon, Charles-Louis, 325, 439, 506 
Hansen, Joan, 481, 526 

Hastings, Thomas, 313 

Haydn, Franz Joseph, 314, 555, 597, 642 
Hengeveld, Gerard, 270, 272 

Hilton, John, 306 


Hovhaness, Alan, 616 
Howard, Joseph E., 378-379 


Iversen, Ken, 10, 19, 30, 32, 65, 150, 154, 
217, 446, 638—641, 666, 668 


Jarre, Maurice, 574 
Joplin, Scott, 352 


Kabalevsky, Dmitri, 164, 236, 251—252, 
418, 615 

Keveren, Phillip, 41, 165 

Key, Francis Scott, 700 

Kocher, Conrad, 52, 54—55 

Kohler, Louis, 120, 236, 331, 495 

Kowalkowski, Jeff, 122, 365, 496, 538 

Krieger, Johann, 594 

Kuhlau, Friedrich, 360 


Lawry, Robert, 230 
Liliuokalani, 552 
Liszt, Franz, 371, 564 
Löw, Joseph, 214-215 
Lynes, Frank, 604 


Mach, Elyse, 17—20, 31, 34, 43—50, 56, 
78, 81–84, 87–88, 92-101, 103-105, 
111-112, 116—119, 150, 162-163 
172, 177-179, 203—205, 216, 233 
235, 241, 247—250, 317, 351, 355, 
364, 374, 376, 391—392, 401, 407, 
410, 417, 470, 476—477, 483, 
491—492, 522—523, 571, 579 

Marie, Gabriel, 172, 174 

Mier, Martha, 520 

Miller, Carolyn, 622 

Mouret, Jean Joseph, 372 

Mozart, Leopold, 596 

Mozart, Wolfgang Amadeus, 114, 

561—562, 598, 644 


Norton, Christopher, 619 


Oesten, Theodore, 408 

Offenbach, Jacques, 347—348, 557 

Oliviero, Nino, 576 

Olson, Lynn Freeman, 355—356, 400, 410, 
624 

Ortolani, Riziero, 576 


Peirick, Aaron, 160 
Persichetti, Vincent, 524 
Pierpont, J. S., 229 
Poulton, Greg, 19, 21 
Puccini, Giacomo, 562 


Queen Liliuokalani of Hawaii, 552 


Rachmaninoff, Sergei, 564 

Rahbee, Dianne Goolkasian, 533, 
541—542 

Rameau, Jean-Philippe, 588-589 

Rebikoff, Vladimir, 612 

Reinagle, Alexander, 120 

Rodgers, Richard, 583 

Rollin, Catherine, 628 

Rossini, Antonio, 560 

Rossini, Gioacchino, 551, 560 

Rousseau, Jean-Jacques, 495 


Salutrinskaya, Tat’iana, 488 
Schein, Johann Hermann, 592 
Schubert, Franz, 362, 670 
Schumann, Robert, 602, 672 
Schytte, Ludvig, 478, 611 
Smith, John Stafford, 700 
Sousa, John Philip, 553 
Starer, Robert, 535, 617 
Steffe, William, 358 
Stevens, Everett, 510 
Stravinsky, Soulima, 539 
Streabbog, Jean Louis, 607 
Strommen, Carl, 674 


Tansman, Alexandre, 614 

Tchaikovsky, Peter Ilyich, 473, 508, 561, 
609 

Tingley, George Peter, 620 

Tiirk, Daniel Gottlob, 200, 308, 314, 
361 


Vandall, Robert D., 625 
Verdi, Giuseppe, 563 
Vivaldi, Antonio, 137 
Von Tilzer, Albert, 556 


Wagner, Richard, 560 

Ward, Samuel Augustus, 699 

Wells, Elsie, 450-451, 513-514 

Wieck, Friedrich, 371 

Witthauer, Johann Georg, 595 

Wohlfahrt, Heinrich, 79-80, 175-176, 
212-213, 414 
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$ time, 105—108 

7 time, 542 

8 time, 396 

7 (arabic numeral), signification, 187 
8v4, 705 

12-bar blues form, 66 

15ma, 528, 705 

20th- and 21st-century music styles, 


519–546 


a tempo, 703 
AB musical form, 308, 592 
ABA musical form, 308, 311 
accelerando (accel.), 703 
accent marks, 162, 705 
accidentals 
explained, 91 
figured bass symbols, 653 
half-step arrangements, 479 
See also flats; naturals; sharps 
accompaniments, 337—384, 665—682 
arpeggio patterns, 344—349 
broken-chord, 337—341 
classic miniatures, 360—361 
creative music and harmonization, 
366-367 
damper pedal, 354—356 
ensembles, 371—381 
improvisation, 363 
ostinato, 357—359 
repertoire, 362 
rhythm, 370 
sightreading, 368—369 
strumming, 565 
syncopation, 350-353 
technical development, 371 


vocal and instrumental accompaniments, 


665—682 

waltz pattern, 342—343 

“Western” sound, 317, 363 
adagio, 703 
Aeolian mode, 479 
Alberti bass, 348 
aleatoric music, 69 
alla breve è, 705 
allegretto, 703 
allegro, 703 
allemande, 592 
alto clef, 646—649 
"Amen" cadences, 226 
andante, 703 
andantino, 703 
animato, 704 


arabesque, 600 
arpeggios 

explained, 344 

accompaniment patterns, 344—349, 

569-576 

Alberti bass, 348 

arpeggiated inversions, 403 

sign, 705 

in two octaves, 684—695 
atonality, 526—527 

See also tonality 
augmented intervals, 395, 415—417 
augmented triads, 415, 569 
authentic cadences, 226 


backwards (retrograde), 526 
bagpipe sound, 316—317 
bar lines, 3 
Baroque period, 592 
Alberti bass, 348 
figured bass, 653 
basic understanding of piano keyboard. 
Se keyboard basics 
bass clef, 22—24 
basso continuo, 653 
beat. $e time and rhythm 
binary form, 308, 592 
bitonality, 524, 537 
explained, 396 
bitonal improvisation, 537—538 
black keys 
two-key groups, 7 
three-key groups, 8—9 
flats and sharps, 13 
pentatonic scale improvisation, 10—13 
two-key groups, 7—8 
white key reference points, 7—9 
block-chord accompaniment, 190-191 
major scales and easy pieces, 279—335 
blocked clusters, 67 
blocked intervals, 26 
blocked inversions, 403 
blue note, 255—258 
blues scale, 428-432 
12-bar form, 66 
body posture, 2—3 
illustration, 1 
boogie-woogie pattern, 422-423 
breath mark, 705 
broken chord accompaniment patterns, 
337-348 
broken clusters, 67 
Byzantine scale, 473 


SUBJECT INDEX 


C major five-finger pattern, 15, 18 
cadences, 226 
canon, 172, 177-178 
cantabile, 704 
C-D-E keyboard groups, 7—8 
chance music, 69 
change of mode, 476 
change-of-tempo terms, 703 
changing five-finger positions, 243—278 
classic miniatures, 251 
creative music and harmonization, 
260-261 
ensembles, 268 
improvisation, 253—259 
repertoire, 252 
rhythmic studies, 265 
sightreading, 261-264 
technical development, 266 
chords 
chromatic moves, 145 
classic miniatures, 164 
creative music, 167 
defined, 143 
ensembles, 172—181 
first inversion, See V$ inversion 
five-finger studies and triads in major, 


145-147 


five-finger studies and triads in major and 


minor, 153—157 

groups, 144 

i chord, 547—548 

ii chord (supertonic), 153, 385—386 

iii chord (mediant), 386—387 

improvisation, 166 

IV chord, See IV chord 

letter-name vs. roman numeral chord 
symbols, 547—585 

major triads, 143—152 

mediant, 386—387 

minor five-finger pattern, 149—150 

minor triads, 153—159 

pieces using major and minor triads, 
160—163 

repertoire, 165 

rhythmic studies, 170—171 

roman numeral vs. letter-name chord 
symbols, 547—585 

scale system, explained, 279 

sightreading, 168-170 

subdominant, See subdominant chords 

supertonic, 153, 385—386 

technical development, 170—171 

tonic chords, See I (tonic) chords 
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chords (continued) 
у’ chord, See root position 
vi chord (submediant), 387 
See also chord inversions of triads and 
seventh chords; chords; I (tonic) 
chords; IV chords; root position; 
subdominant chords; V$ inversion 
chord inversions of triads and seventh 
chords, 402-454 
augmented and diminished triads, 
415-417 
classic miniatures, 418 
creative music and harmonization, 
431-432 
damper pedal, 409-411 
ensembles, 443—453 
hymn style, 412—414 
improvisation, 420—429 
indirect pedaling, 409 
repertoire, 408, 419 
rhythmic studies, 437—438 
sightreading, 433—435 
technical development, 439—442 
chromatic moves, 145, 257 
chromatic scale, 489—490, 526 
classic miniatures 
accompaniment patterns, 360—361 
chord inversions of triads and seventh 
chords, 418 
dominant seventh chord, 199—200 
five-finger patterns, 120 
major scales and easy pieces with block- 
chord accompaniments, 314 
minor scales and other scale forms, 495 
tonality, 533 
triads, 164 
clefs, 22—23 
alto clef, 646-649 
bass clef, 22—24 
movable clefs, 646-652 
tenor clef, 650—652 
close structure, 655 
clusters, 67, 528 
scale studies in, 290—291 
symbol for, 705 
C major five-finger pattern, 15, 18 
coda, 704 
within sonata-allegro form, 604 
come sopra, 703 
common time, meter signature, 705 
common tones, 144 
composite meter, 232—241 
con brio, 524 
con forza, 704 
con moto, 704 
continuo accompaniment, 653 
contrary motion, 4, 75, 117—119, 129 
creative music and harmonization 
accompaniment patterns, 366-367 
chord inversions of triads and seventh 
chords, 431—432 
dominant seventh chord, 205—206 
five-finger patterns, 123-125 
major scales and easy pieces with block- 
chord accompaniments, 318 
minor scales and other scale forms, 497 
triads, 167 
crescendo (cresc.), 104—705 
crossing finger position, 294-295 
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cut time (alla breve), 705 
Czerny fingerbuilder exercises, 440 


da capo (d.c.), 704 
da capo al coda, 704 
da capo al fine (d.c. al fine), 704 
dal segno (d.s.), 704 
dal segno al coda, 704 
dal segno al fine, 704 
damper pedal, 98, 354 
accompaniment patterns, 354—356 
chord inversions of triads and seventh 
chords, 409-411 
marking in score, 524 
dance suite, 592 
decrescendo (decresc.), 704 
symbol, 705 
diminished intervals, 394 
diminished triads, 415, 569 
diminuendo, 705 
diminuendo (dim., dimin.), 704 
direct pedaling, 354 
dolce, 704 
dominant seventh chord, 187—220, 572 
classic miniatures, 199—200 
creative music and harmonization, 
205—206 
ensembles, 212—218 
first inversion, 187—189 
i and v$ accompaniment, 190-191 
improvisation, 202—205 
letter name and roman numeral chord 
symbols for I for v$ chords, five-finger 
melodies, 197—199 
music chord symbols, 192 
repertoire, 201 
rhythmic studies, 210 
root position, 187 
sightreading studies, 206—210 
technical development, 211 
Dorian mode, 65-67, 479 
improvisation, 65 
pieces, 90, 152, 166 
dotted eighth notes, 303—308 
dotted quarter notes, 95 
downbeat, 100 
drone bass, 57, 70 
defined, 55 
improvisation, 58 
drum roll accompaniment, 358 
duets 
student-student, 135—136, 152, 381, 
526 
student-teacher, 76, 327 
dynamic terms and markings, 17, 114-117, 
704 


ear, playing by, 10 

$ time, 396 

84, 705 

eighth notes, 46 

eighth rests, 46 

endings, symbols for, 705 

enharmonic tones, 14 

ensemble pieces 
accompaniment patterns, 371—381 
chord inversions of triads and seventh 

chords, 443-453 


dominant seventh chord, 212—218 


easy pieces using various accompaniment 
patterns, 372—381 
five-finger patterns, 133 
letter-name chord symbols and melodies 
vs. roman numeral chord symbols, 579 
major scales and easy pieces with block- 
chord accompaniments, 327 
minor scales and other scale forms, 508 
tonality, 539 
triads, 172—181 
espressivo, 704 
exposition within sonata-allegro form, 604 
extended range 
block-chord accompaniments, 279—335 
other accompaniment patterns, 337—383 
eyes and eye position, 2—3 


fermata, 705 
F-G-A-B groups, 9-10 


15ma, 528 

figured bass, 653—664 
fine, 704 

finger numbers, 4—5 
fingerings 


block-chord accompaniments, 285—289 
C-D-E keyboard groups, 7-8 
F-G-A-B groups, 9-10 
harmonic minor scales, 462—465 
fingers, 2 
contraction, 294 
finger builders, 132, 325, 371, 439-440, 
506 
illustration of correct finger position, 2 
numbers, 4—5 
See also five-finger patterns 
first inversion. See V$ inversion 
five-finger patterns, 15—16, 45, 87—141 
accidentals, 91 
classic miniatures, 120 
contrary motion, 117—119 
creative music, 123—125 
drone bass accompaniment, 58 
dynamics, changing, 114-117 
ensembles, 133 
I and V$ chords, 197-199 
improvisation, 122 
key signatures, 108-110 
major pentachord, 15—16 
major triads, 145—147 
minor pentachord, 15-16 
registers, 87—100 
repertoire, 121 
rhythmic studies, 130—131 
score reading, 89—91 
sightreading, 125—130 
$ time, 105 
studies in major keys, 73 
technical development, 132 
triads, 153-157 
See also extended range 
five-tone scale built on black keys only, 
15-16 
flat key signatures, 109 
flat keys, 283—284 
minor scales and other scale forms, 460 
flats, 91 
folk tunes, chord symbols, 547—585 
form, explained, 308 
forte, 704 


fortissimo, 704 
four-part texture, 636—645 


gavotte, 595 
giocoso, 704 
glissando, 705 
grand staff, 22 
grave, 703 
grazioso, 704 
groups, 144 


hands, 2 
stretch, 293 
See also fingers; wrists 
Hanon fingerbuilder exercises, 439, 506 
harmonic intervals, 26, 62, 241, 401 
harmonic minor scales, 456, 462, 
690-695 
harmonization, 62, 197, 242, 366 
drone bass accompaniment, 58 
hymn style, 412 
See also creative music and 
harmonization 
harp-like sound. See arpeggios 
hemiola, 407 
history of pentatonic scale, 202 
Hungarian minor scale, 473 
hymn style, 412—414 


I (tonic) chords, 143, 189, 547 
chart, 548 
creative music, 123 
letter names, 547 
moving to ГУ chord, 223 
substituting vi chord, 387 
ii chord (supertonic), 153, 385—386 
iii chord (mediant), 386—387 
improvisation, 15—16, 65—67 
accompaniment patterns, 363 
chord inversions of triads and seventh 
chords, 420—429 
dominant seventh chord, 202—205 
Dorian mode, 65 
five-finger patterns, 122 
keyboard basics, 10—12 
major scales and easy pieces with block- 
chord accompaniments, 316 
minor scales and other scale forms, 496 
pentatonic improvisation, 363—364 
pentatonic (black-key) scale, 10—12 
tango improvisation, 365 
tonality, 537 
triads, 166 
indirect pedaling, 409 
Innovative notations, 528 
instrumental accompaniments, 665—682 
¿ntenzionato, 704 
Intervals, 25—27 
intervals within scale, 394—395 
inversions, 188, 526 
arpeggiated inversions, 403 
blocked inversions, 403 
figured bass symbols for, 656-658 
first inversion, See VŠ inversion 
IV chords, 222 
second inversion, 402 
See also chord inversions of triads and 
seventh chords 
Tonian mode, 479 


IV chords, 221—222, 547 
chart, 548 
inversions, 222 
supertonic substitution, 335 
See also subdominant chords 


jazz musical style, 520—521 


key note, 45 
key signatures, 45, 108—110 
keyboard basics, 1-86 
drone bass accompaniment, 55—73 
finger numbers, 4—5 
harmonization, 62 
improvisation, pentatonic (black-key) 
scale, 10—12 
major five-finger pattern, 15—17 
notation, See notation and notation 
symbols 
posture, 2-3 
rhythm, See time and rhythm 
standard piano keyboard, 6-10 


largo, 703 
legato, 704 
legato pedaling, 409 
leggiero, 704 
lento, 703 
letter-name chord symbols, 547—585 
letter-name vs. roman numeral chord 
symbols, 547—585 
chart, 548 
Locrian mode, 479 
lower position in tetrachord, 280 
lower register, 6 
lunga, 704 
Lydian mode, 479 


maestoso, 704 
major chords, 143-152 
augmented triads, 415, 569 
five-finger notation, 18, 44, 49, 52, 110, 
113, 115, 149, 188, 193, 196, 222, 
234, 237, 240 
major key groupings, 144—145 
seventh chords, major and minor, 572 
subdominant chords, 234—239 
major five-finger patterns, 15—21, 44, 49, 
52, 87-141 
dominant seventh chord, 193—196 
drone bass accompaniment, 58 
major and minor triads, 145, 149 
subdominant chord and changing five- 
finger positions, 234, 237, 240 
tango improvisation, 365 
major intervals, 394 
major pentachord/pentascale, 15—16 
major scales 
AB musical form, 308 
ABA musical form, 308, 311 
arpeggios in two octaves, 684—689 
block-chord accompaniments, 279—335 
classic miniatures, 314 
clusters, scale studies in, 290—291 
creative music and harmonization, 318 
dotted eighth notes, 303—308 
ensembles, 327 
fingerings for both hands together, 
285—289 


five-finger position, extending, 204—298 
improvisation, 316 
melodies with letter-name chord symbols 
for i, iv? , апа v$ chords, 312—313 
repertoire, 315 
rhythmic studies, 324 
sightreading, 320 
sixteenth notes and sixteenth rests, 
301—303 
technical development, 325 
tetrachord position, 280 
marcato, 704 
marziale, 704 
measures 
basic values, 3 
measure numbers, 42 
meter signatures, 27 
numbering of, 42 
repeat bar, 76 
melodic intervals, 25, 396—400 
melodic minor scales, 456 
melodies 
bass clef, 22—24 
bitonal improvisation, 537—538 
chromatism in, 491 
divided between two hands, 39—40 
with figured bass, 658—659 
five-finger melodies for left hand, 29 
five-finger melodies for right hand, 27 
with letter-name chord symbols for i, iv$, 
and v$ chords, 312-313 
in parallel motion, 320—324 
treble clef, 22—24 
white-keys only, 68 
See also five-finger patterns 
meno, 704 
meno mosso, 703 
meter signatures, 27 
metronome, 522 
metronome marking, 705 
mezzo forte, 704 
mezzo piano, 704 
middle register, 6 
minor chords, 153—159 
five-finger pattern, 149—150 
seventh chords, major and minor, 572 
minor intervals, 394 
minor scales and other scale forms, 455—517 
chromatic scale, 489 
classic miniatures, 495 
creative music and harmonization, 497 
ensembles, 508 
flat keys, 460 
harmonic minor scale, 456 
harmonic minor scales, 462 
improvisation, 496 
melodic minor scale, 456 
minor key signatures, 457 
natural minor scale, 456 
natural minor scales in tetrachord 
positions, 458 
parallel major and minor scales, 475 
relative key signatures, 457 
relative major and relative minor scales, 
455 
repertoire, 474, 478, 493 
sharp keys, 458 
sightreading, 501 
technical development, 506 
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minuet, 594 

missing beats, 100 
Mixolydian mode, 479 
mode, explained, 479 
moderato, 703 

modulation, 474 

molto, 704 

mosso, 704 

movable clefs, 646-652 
musical form, explained, 308 


natural minor scale, 456—458 
in tetrachord positions, 458 
naturals, 91 
natural sign, 13 
nonstandard notation, 67 
non-Western scale forms, 479 
notation and notation symbols, 12-15 
eighth notes and eighth rests, 46-48 
five-finger notation, 44-45, 49-55 
innovative notations, 528 
intervals, 25—27 
keeping time, 27 
measure numbers, 42—44 
note and rest values, 3 
reading notes, 22-23 
rests, 41 
sightreading studies, 70—72 
slur and phrase markings, 30-32 
symbols and signs, 705 
tempo terms, 703—704 
note clusters, symbol for, 705 
notes 
basic values, 3 
dotted eighth notes, 303—308 
dotted quarter notes, 95 
eighth notes, 46 
half steps, 12-13 
quarter notes, 3, 27 
reading, 22-23 
sempre staccato, 349 
sixteenth notes, 301—303 
staccato, 96 
transposition, 46 


octava, 705 
octaves 
15ma,528 
major and harmonic minor scales and 
arpeggios in two octaves, 683—697 
major and minor seventh, 572 
octave sign, 705 
off-beats, 350, 520 
open fifths, 148 
open structure, 655 
ostinato accompaniment, 357—358, 424 


parallel major and minor scales, 475 
parallel motion, 4, 104 
parallel phrases, 123 
pedaling, 354—356 

direct pedaling, 354 

indirect pedaling, 409 

pedal markings, 705 
pentachord/pentascale. See five-finger 

patterns 

pentatonic scale, 15—16, 66 

history of, 202 

improvisation in, 202, 363-364 
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perfect intervals, 394 
performance terms and symbols, 703—705 
регате, 704 
phrase markings, 30 
phrases 
authentic cadences, 226 
defined, 30 
parallel phrases, 123 
sequential, 123 
Phrygian mode, 479 
pianissimo, 704 
piano, 704 
pitch, 6, 12 
enharmonic tones, 14 
pitch clusters, 67 
See also tones 
più, 704 
più mosso, 703 
plagel cadences, 226 
poco, 704 
popular music, chord symbols, 547—585 
posture at keyboard, 2—3 
illustration, 1 
prelude, 625 
presto, 703 


quartal harmony, 531 
quarter note clusters, 68 
quarter notes, 3, 27 

$ time, 105 

7 time, 542 

dotted quarter notes, 95 
quarter rests, 3 


question-and-answer musical dialogue, 429 


quindecima, 705 


rallentando (rall.), 703 
recapitulation within sonata-allegro form, 
604 
registers, 6—7 
five-finger patterns, 87—100 
relative key signatures, 457 
relative major, 455 
relative minor, 150, 455 
repeat bar line, 76, 705 
repertoire, 60, 362 
accompaniment patterns, 362 
block-chord accompaniments, 315 
chord inversions of triads and seventh 
chords, 408, 419 
dominant seventh chord, 201 
five-finger patterns, 121 
minor scales and other scale forms, 474, 
478, 493 
secondary chords, 401 
tonality, 535 
triads, 165 
rests 
in Š time, 105 
basic values, 3 
dotted quarter, 95 
eighth rests, 46 
retrograde (backward), 526 
rhythm. See time and rhythm 
risoluto, 704 
ritardando (vit., ritard.), 703 
ritenuto (riten.), 703 
roman numeral vs. letter-name chord 


symbols, 547—585 


rondo, 361 
root position 
explained, 143 
chord inversions, 402, 405 
dominant seventh chord, 187 
and letter-name chord symbols, 
547—548 
subdominant chord, 221 
round, defined, 57 


sarabande, 593 
scala, 279 
scales 
explained, 279 
Aeolian mode, 479 
blues scale, 428—432 
Byzantine scale, 473 
chromatic scale, 489—490 
clusters, scale studies in, 290—291 
harmonic minor scales, 456, 462, 
690—695 
intervals within scale, 394—395 
Ionian mode, 479 
Lydian mode, 479 
major five-finger pattern, 15—16 
natural minor scale, 456—458 
Phrygian mode, 479 
two octaves, major scales and arpeggios 
in, 684—689 
whole tone scale, 520—522 
See also minor scales and other scale forms 
scherzando, 704 
score reading, 631—664 
figured bass, 653—664 
five-finger patterns, 89—91 
four-part texture, 636—645 
movable clefs, 646—652 
three-part texture, 631—635 
second inversion, 402 
secondary chords, 385—401 
intervals within scale, 394—395 
melodic lines with intervals, 396—400 
repertoire, 401 
sempre, 704 
sempre staccato, 349 
senza, 704 
sequences, 111 
1 time, 542 
7 (arabic numeral), signification, 187 
seventh chords 
dominant seventh chord, 187—220 
See also chord inversions of triads and 
seventh chords 
seventh degree, 280 
sforzando, 704 
sharp keys, 91, 281—282, 458 
sharp key signatures, 45, 108 
sightreading, 70 
accompaniment patterns, 368 
block-chord accompaniments, 320 
chord inversions of triads and seventh 
chords, 433 
dominant seventh chord, 206 
five-finger patterns, 70, 125 
minor scales and other scale forms, 501 
triads, 168 
signs and symbols, 705 
simile, 704 
§ time, 105—108 


sixteenth notes and sixteenth rests, 
301—303 
slurs, 30, 101-102 
sonata, 604 
sonata-allegro form, 604 
sonatina, 604 
sostenuto, 704 
staccato, 96 
sempre, 349 
staccato mark, 705 
staff and clefs, 22—23 
standard piano keyboard, 6-10 
strengthening exercise for fingers, 371 
stretch of hands, 293 
strumming, 565—568 
subdominant chords, 221—243 
B-flat major, 237—239 
B major, 240—241 
cadences, 226 
composite meter, 232—233 
D-flat major, 234—236 
five-finger melodies, 242—243 
ГУ inversions, 221-222 
root position, 221 
second inversion, 222 
See also IV chords 
subito, 704 
substitute chords. See secondary chords 
symbols and signs, 703, 705 
syncopation, 350—353 


tambourin, 588 
tango improvisation, 365 
technical development 
accompaniment patterns, 371 
chord inversions of triads and seventh 
chords, 439—442 
dominant seventh chord, 211 
five-finger patterns, 132 
major scales and easy pieces with block- 
chord accompaniments, 325 
minor scales and other scale forms, 506 
triads, 170—171 
tempo 
defined, 27 
markings, 703—704 
See also time and rhythm 
tenor clef, 650—652 
tenuto, 236 


ternary form, 308, 311 
tetrachord position 
major scales, 280—284 
minor scales, 458—461 
three-black-key groups, 8-9 
three-note slurs, 102 
three-part song form, 308, 311 
three-part texture, 631—635 
ties, 42 
time and rhythm, 33—34, 73-84 
accompaniment patterns, 370 
beats, basic values, 3 
chord inversions of triads and seventh 
chords, 437—438 
dominant seventh chord, 210 
five-finger patterns, 130—131 
keeping time, 27—29 
major scales and easy pieces with block- 
chord accompaniments, 324 
rhythmic patterns, 33 
triads, 170—171 
tonal center, 526 
tonality, 519—546 
atonality, 526—527 
bitonality, 524, 537 
classic miniatures, 533 
ensembles, 539 
improvisation, 537 
innovative notations, 528 
jazz musical style, 520—521 
quartal harmony, 531 
repertoire, 535 
tonal center, 526 
whole tone scale, 520—522 
tone row, 526—527 
tones 
basic understanding of keyboard, 6 
common tones, 144 
enharmonic, 14 
letter names, 14 
pitch clusters, 67 
scale system, explained, 279 
See also pitch 
tonic, 45 
tonic chord. See I (tonic) chord 
touch, playing by, 10 
eyes and eye position, 2—3 
transposition, 46 
treble clef, 22—24 


tremolo, 705 

triads. See chords 

trill, 705 

triplet, 705 

troppo, 704 

twelve-bar blues form, 66 
blue note, 255—258 
boogie-woogie pattern, 422—423 
chord pattern, 253 
improvisation, 66, 253, 420 

twentieth- and twenty-first-century music 

styles, 519-546 
two-note slurs, 101—102 
two-part song form, 308, 592 


una corda, 704 

upbeat, 100 

upper position in tetrachord, 280 
upper register, 6 

upside down (inversion), 526 


V (roman numeral), signification, 187 

V$ inversion, 402 
authentic cadences, 226 
block-chord accompaniment, 190—191 
dominant seventh chord, 187—189 
melodies with letter-name chord symbols 

for, 312—313 

У’. See root position 

verbal instruction in musical notation, 67 

vivace, 703 

vocal accompaniments, 665—682 


walking bass, 357 
waltz accompaniment pattern, 342—343 
"Western" sound, 363 
white keys 
black keys as reference points, 7-9 
C-D-E keyboard groups, 7-8 
F-G-A-B groups, 9-10 
flats and sharps, 13 
location, 6 
whole notes, 3 
whole rests, 41 
whole steps, 15, 45 
whole tone scale, 520—522 
wrists, 2 
illustration, 1 
to play slurs, 101 
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